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METROPOLITAN 
COLLEGE OF MUSIC 
(formerly metropolitan conservatory.) 
Fall Term Opened September lXth. 
Four Sessions of Ten Weeks Each. 
Fuplls Admitted at Any Time. 
Pianoforte Teaeliers’ Certificate*. Examiners: 
William Hiuon, Jins. Doc. A. C. M., and 
Albert Boss Parsons, A. M. 
This College has no equal for thoroughness of instruc¬ 
tion and the absolute saiety of the methods. 
The Voice Department, headed by H. W. Greene, sup¬ 
ported by Emilio Agramonte in the Operatic Depart¬ 
ment, Charles B. Hawley in Oratorio and Interpre¬ 
tation, and R. M. Davenport and E. Presson Miller in 
Technical Training, offers without question the best 
advantages for vocal study to be found in America. 
The Pian oforte Department is under the personal di rec- 
tion of Professor Albert Ross Parsons, assisted by H. T. 
Staats, H. G. Hanchett, M. D., M’lleEtelka Utassi, H’lle 
Aarup, and others. 
The Organ Department has for instructors R. H. 
Woodman, Dudley Buck, H. R. Shelley. 
The Department of Violin and Orchestral Instruments 
is under the direction of Clifford Schmidt, the eminent 
concert master of the Seidl Orchestra, who, in conjunc¬ 
tion with Mr. Parsons, secnreB to the College the im¬ 
portant advantage of the study of chamber music and 
general ensemble practice. 
Its association with the celebrated Stern School of 
Languages insures its pupils the best opportunities for 
that branch of culture. 
A special feature in connection with the College is the 
Residence Department for ladies, where pupils from a 
distance are accommodated with board and every facility 
for practice and study. 
The studies of Harmony, Counterpoint, and Fugue are 
conducted on a scale of excellence nqt to be fonnd in any 
American college. 
The Managing Board of the Metropolitan College 
of Mnsic are:— 
Method for the Piano. 
CHAS. W. LAND ON. 
PRICE $1.25. 
This work is especially designed to meet the 
want of the popular student with mediocre ability. 
It contains all the ideas of recent pianoforte play¬ 
ing. The author is a well-known practical teacher, 
and author of a similar work for the Reed Organ, 
which is now generally used for instruction on that 
instrument. It will be well for every teacher to 
examine this new work, which will be ready in a 
short time. 
BY 
HAMILTON O. MACDOUGALL. 
PRICE $1.25. 
DUDLEY BUCK, President. 
A. R. PARSONS, Vice-President. 
H. R. SHELLEY, Director of Dep’t of Theory. 
C. B. HAWLEY, Musical Director. 
EMILIO AGRAMONTE, Director of Opera Sch. 
H. W. GREENE, Secretary and Treasurer. 
SEND FOR CIRCULAR. 
19 and 21 E. 14th Street, 
NEW YORK CITY. 
Studies in Melody Playing. 
The phenomenal success of Volume I has en¬ 
couraged Mr. Macdougall to issue the second vol¬ 
ume, which will be similar in style to Volume I. 
It is a collection of chaste, easy, short, and interest¬ 
ing pieces, with annotations and close fingering. 
The collection will surpass anything in this line 
yet published. 
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Practical Harmony. W.S. Rockstro....!!!'..............,'.,, 75 
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History of Mnsie. W. S. Bookstro. 75 
The Bales of Connterpoint. W S. Bookstro. 75 
The Mnsic or the Bible. John Stainer-.. 
A Treatise on Harmony. John Stainer.., 
A Theory oi Music. Louis Gibson. Three books.each 
The Growth of the Musical Scale and of Modern 
Harmony. J. M. Capes.. 2 00 NIECE'S FT? 
Harmony and Thorough Bass. A.K. Gaul.ZZ! 1 20 ' ’ ^ 
A Treatise on Counterpoint and Fusne. 
General Musical Instrnetlon" ”Dr! ido’lf B.' siZZ' 2 50 
A Treatise on Modern Instrumentation and 
Composition. Hector Berlioz. 4 00 
A Dictionary of Musical Terms. Sir John Stainer!" 3 00 
A General History of the Science and Practice 
of Music. Sir John Hawkins. Two volumes.each 
Three volumes, containing the Portraits. G 
The Organ. Fred. Archer. 
The Art of Organ Playing. IV. T. Best." ParU-.'.1 20 
I he Art of Organ Playing. W. T. Best. Part 2.'. 3 00 
A Progressive Introduction to Playing the 
Organ. John Hjles.“ „ . 
Daily Studies and Complete Pedal Scales. 
Lake. 
Practical Organ School.' Rink''"oblong Folio' 
Cloth, Si 80; or In 6 books, each. 8 , .. 
Complete Practical Organ School. Z'schneider! 
Paper, fl 00; boaras. 
Stndies for Pedal Playing.” S\Sdb^dbrZ'Z!r " 2 25 
Chorals, Scales, and Exercises. F. Schneider.. l 15 
Forty-clght Trios for Manuals and Pedal Ob- 
ligrato. F. Schneider. 
The Organ Primer. John Stainer.'"'(NoZho,"Ewe!"!! 
Co. s Primer, No. 8.) Paper cover, 75 cte.; paper boards... 1 00 
II <1 net ion Book for the Organ. Charles Steggall 1 20 
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NEW YORK. 
RECENT PUBLICATIONS. 
BUSSLER, LUDWIG, 
Harmonic Exercises at the Pianoforte for 
Beginners and Advanced Pupils; 42 Exer¬ 
cises in clear and simple arrangement. 
Flex. Cloth, Net, $1.00 
, with 85 
Exercises, for Use in Public Institutions of 
Learning and for Self-Instruction. Trans¬ 
lated from the 6th revised and enlarged 
edition by Dr. Th. Baker. 
Flex. Cloth, Net, $1.25 
Elementary Harmony. A Practical and Thor¬ 
ough Course in 64 Exercises, adapted for 
Public and Private Teaching and Self- 
instruction. Translated from the second 
German edition by Dr. Th. Baker. 
Flex. Cloth, Net, $1.25 
G0ETS0HIUS, PERCY, 
Material used in Musical Composition. 
A bystem of Harmony. (Second thoroughly 
revised, simplified, and slightly enlarged 
Cloth, Net, $2.50 
KLAUWELL, DR, OTTO, 
On Musical Execution. An Attempt at a Sys- 
tematic Exposition of the Same, primarily 
with Reference to Piano-playing. Trans¬ 
lated by Dr. Th. Baker. 
Flex. Cloth, Net, 75c. 
BREITKOPF & HARTEL, 
Music Publishers, 
LEIPSIC, BRUSSELS, LONDON, 
AND AT 
15 East 17th Street, New York. 
36 
50 
A concise Dictionary of Musical Terms. 
Cloth, Net, $1.00 
PR0UT, EBENEZER. 
Harmony ; Its Theory and Practice. New 
edltl0n- Cloth, Net, $2.00 
Key to the Exercises in Harmony. 
Cloth, Net, 80c. 
Additional Exercises to Harmony. 
Cloth, Net, 60c. 
Key to the Additional Exercises to Harmony. 
Cloth, Net, $1.00 
Counterpoint: Strict and Free. 
Cloth, Net, $2.00 
Additional Exercises to Counterpoint: Strict 
and Free. doth, Net, $1.00 
Double Counterpoint and Canon. 
Cloth, Net, $2.00 
Fugue- Cloth, Net, $2.00 
THEORETICAL W0EK8. 
Paper. 
Gervinus, V. Naturgemasse Ausbildung in 
Gesang und Klavierspiel mit besonderer 
Riicksieht auf gemeinsehaftlichen Unter- 
richt nebst einer Harmonielehre und einer 
gewahlten Sammlung von Liedern und 
Klavierstiicken. Eleg. Cloth Binding, net, 
Hauptmann, M. The Nature of Harmony 
and Metre. Trans, by W. E. Heathcote, 
— The same in German.$2 56 
Jadassohn. Allgemeine Musiklehre (new) 1 
— Manual of Harmony. Translated by 
P. Torek and H. B. Passmore. 4th Ea. 
— The same in German. i 
— Exercises and Examples to the Manual 
of Harmony (English and German)... 
— Erlauternde Anmerkungen fur die Be- 
arbeitung der Aufgaben des Lehr- 
buches der Harmonie. ]5 
— A Course of Instruction on Canon and 
Fugue. Translated by G. Tyson-Wolff 
— The same in German. y 
Treatise on Single, Double, Triple and 
Quadruple Counterpoint. New Ed.... 
— The same in German. 
— Book of Exercises for the Study of 
Counterpoint. (English and German)’1 60 
— LrUiuternde Anmerkungen fur die Be- 
arbeitung der Aufgaben im Lehrbuch 
des Ivontrapunkts... 15 
— Die Formen in den Werken der Ton- 
ku st... j 
— Instrumentation.2 
Die Kunst zu moduliren und zu priilu- 
diren... 
— Singing Tutor. Paper...!!.?!,’,'.!!'.'.!'.!'.'. 
Koehler, Louis. Allgemeine Musiklehre .. 
Lobe, J. C. Lehrbuch der musikalischen 
Composition : 
Bd. I. Harmonielehre. g 65 
II. Instrumentation. 3 35 
tw‘ iZZi ^anon and Kontrapunkt.. 4 50 IV. Die Oper.  3 35 
Mars, A. B. Allgemeine Musiklehre. 2 66 
Renner, Fr. Gesang-Schule.... j 
Kiehter, E. F. Manual of Harmony. 
Translated by J. P. Morgan.. 
rrk" “ Translated by Fr. Taylor 
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FOR SALE BY 
THEO. PRESSER, 
1704 Chestnut St., 
Philadelphia. 
RIEMAM, DR. HUGO & DR, 0ARL FUCHS 
Practical Guide to the Art of Phrasing. An 
Exposition of the Views determining the 
Position of the Phrasing-Marks by means 
°C ® complete thematic, harmonic, and 
rhythmic Analysis of classic and romantic 
Compositions. Flex. Cloth, Net, 75c. 
RIEMANHjaDR. HUGO, 
Cainstrumenta^U8)Cal Instrument8 (Guide..to 
Paper, Net, 80c.; Flex. Cloth, Net, $1. OO 
SHEPARD. F. H. 
Piano-Touch and Scales. An Analysis of 
the fundamental Principles of Touch and 
their proper Development; together with a 
Review of the Difficulties in Scale-playing 
and their Remedies. Flex. Cloth, Net, 76c, 
Church Music and Choir Training. Treating 
of the Management of Boys’ Voices and 
the Proper Rendition of Church Music. 
Flex, doth, Net, 75c. 
— The same. _ 
The same in German. 
- A Treatise on Canon and " Fugue! 
Translated by Fr. Taylor.. 
— The same in German.. 
A TZati?,e on Counterpoint. Trans¬ 
lated by Fr. Taylor. 
The same in German. 
Richter, A. Aufgabenbuch 
Richter’s Harmonielehre 
— Aufgabenbuch zu E 
00 
1 00 
1 50 
zu E. F. 
35 
nurgaD . F. Richter’s 
Kontrapunkt.. 
— ^0°k ofExercises to accompany"^" 
R. Schumann’s Gesammelte Schriften liber 
Musik und Musiker. 4. Aufl. (Jansen) 
New Enlarged Edition. 2 Vols. 
Wohlfahrt, H. Wegweiserzum Komponiren 
2 00 
2 00 
1 60 
2 00 
1 60 
2 00 
2 10 
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1 26 
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35 
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MUSIC WRITING BOOKS 
75 
20 
00 
— Singly 
EDMUND PAULUS, Markneukirchen, Saxony 
Manufacturer of all kinds of Musical 
Instruments and Strings. 
BREITKOPF & HARTEL, New York, Sole U. S. Agents. 
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Liberal Reduction in Quantities. 
Second Edition. 
A Book for Everybody who wishes to use his Voice 
Artistically and Hygienically. 
Beautiful tunes—Charming melodies, by the foremost church 
music composers; intended specially for church choirs on various 
occasions. Can be used by all Christian denominations. Not a 
Hymnal, nor for use In the pew, but in the choir. Also just 
the thing for musical family circles. 
SEg~To Organists and Choirmasters: Send 90 cents for 
a sampie copy. You may find it just what you want to brighten up 
your services. 
For Either of the Above, Address 
THEODORE PRESSER, If. u.—TliIn is a revised and enlarged edition of 
the well-known book,**The Old Italian School of c* Philariolnhia Pa 
Sinking,” which is out of print. 1704 Chestnut St,, r hiladelpnia, ra. 
I cn 1/nri CD SPECIALIST FOR ALL VOICE REFECTS, keeps his Studio open also in the snm- 
LLU KUr LLn, mer to students of the Art oi Singing, in all branches, and of Oriran Playing. 
Apply by letter. 29 VESEY STREET, NEW YORK CITY. 
LADIES FROM ABROAD can be accommodated with board at his resilience. Address, 
MRS. L. RAYMOND KOFLER, 279 Carlton Avenue, Brooklyn, N. Y. 
MUSICAL MOSAICS. 
By W. F. GATES. 
i»hxce $1.60 
The very best sayings on musical topics, chosen 
from the highest rank of 
170 AUTHORS IN 600 QUOTATIONS. 
Every teacher—every student—should own Musical 
Mosaics. Instructive, practical, interesting and fasci¬ 
nating. 
As a presentation volume it cannot be excelled. 
MUSICAL GAME. 
ALLEGRANDO. 
Instruction and Pleasure Combined. 
A SPLENID GAME FOR EVERY HOME. 
This game consists of cards, on which the different notes and rests 
are printed, one on every card. After a number are distributed among 
the play ere, the cards are played in succession and added together as 
they are played until the value of a whole note is reached, when it 
counts one for the person who played the last card and completed the 
whole note. This gives a general idea only. Full directions, with 
rules for a number of different games, tables showing the notes, rests, 
keys, Ac., accompany the game. 
Those learning to play the Piano, Organ, Violin, or any other instru¬ 
ment; those who sing; those who wish to read music faster; in fact, all 
who are interested in music, need this charming game. 
It teaches the value of notes and rests. 
The names of the notes. 
The various keys in which mnsic is written. 
The different kinds of time. 
Practice in musical fractions. 
The easiest way to learn to read mnsic. 
Yon learn, while playing an interesting game. 
It is readily learned, even by children. 
Time devoted to playing this game is not wasted, as in most games. 
A splendid game for evening parties. 
A new departure—entirely nnlike any other game. 
Parents can teach their children the rudiments of music, even if not 
musicians themselves. 
Interesting to old and young, beginners and advanced alike. 
Those intending to study music will find it to their advantage to play 
this game a while before beginning lessons 
Price 60 Cents. 
Address Publisher, 
THEO. PRESSER, 
1704 Chestnut Street, Philadelphia, Pa. 
—the— 
STUDENT’S TECHNICON. 
PRICE SIS. 
The inadequate results from technical exercises at the piano are well known to piano players, and form 
the great barrier to a proper advancement in piano playing. 
Science, having investigated this 
subject, has discovered and can explain 
the reasons of such uneconomical re¬ 
sults, and can now supply at a cheap 
cost a better and more direct process 
for developing and enlarging the technical dexterity of the hand. 
Employed by eminent pianists in their teaching, and for their own per¬ 
sonal use. Hundreds of teachers testify that it is invaluable to both them¬ 
selves and their pupils. 
As this new method marks a most important reform in technical teach¬ 
ing, all piano players should make themselves acquainted with its principles 
by reading a lecture delivered by Mr. Brotherhood, at Chautauqua, N. Y., 
upon “Sensitive Piano Touch, and Ways and Means to its Acquire¬ 
ment,” sent free, on application to 
J. HOWARD FOOTE, 
Sole Agent for the Brotherhood Technicon, 
307 and 309 Wabash Ave., 33 Maiden Lane, 
CHICAGO. NEW YORK. 
THE TEACHER’S TECHNICON. 
PRICE 822.60. 
DISCOTJ1TT TO TEACHEBS. 
THE SCIENTIFIC METHOD 
FOR RAPIDLY GAINING THE NECESSARY TECHNICAL ABILITY FOR 
MODERN •-•PIAN0"PLAYING. 
26 THE ETUDE. 
HALLET & DAVIS’ 
PIANOS. 
More than 200 Pianos Sold to Schools 
and Colleges in 1891. 
CORRESPONDENCE SOLICITED. 
BOSTON, HVCAlSS. 
THE 
HENRY F. MILLER 
PIANOS. 
HENRY F, MILLER & SONS’ 
PIANO COMPANY, 
BOSTON. PHILADELPHIA. 
Manufactory, Wakefield, Mass. 
CATALOGUES FREE. 
323 TO 333 SO. CANAL STREET. 
The Jno, Bergstrom Organ Mfg, Co. 
BUILDERS OP 
CHURCH, 
CHAPEL PIPE ORGANS CONCERT, CHAMBER, 
OFFICE, 205 TEMPLE COURT, 
FACTORY, 1627-1629 S. E. FIFTH STREET, 
MINNEAPOLIS, MINN. 
LAWRENCE ORGAN MANUF’C CO., 
Manufacturers of the Original Famous 
SEVEN-OCTAVE LAWRENCE CONCERT GRAND ORGANS, 
- -- , a n i ofTAV -DA TT C A 
established iss5. 320 and 322 S. 
-»•«- 
Tenth St,, and 939 and 941 Walnnt St., EASTON, PA., U. S. A 
Our Concert Grand Organs 
structed as to insure the Most Beau- 
operated by the knees. This does 
which often, through damp weather, 
ance. The appearance of the Organ 
Piano. By a peculiar construction 
possible, forming a qualifying box, 
ity is obtained, differing from all 
gradations of tone become possible, 
design, and voiced so that the most 
can be executed without difficulty, 
worthless imitations of this instru- 
kindred names. 
have no stops, but are so con- 
tiful Effects by the use of two levers 
away with a complicated stop action, 
causes much trouble and annoy- 
is that of a handsome Upright 
of the Case, hitherto considered im- 
a remarkable resonating Pipe qual- 
Reed Organs, and the most exquisite 
The Reeds are the best patented 
brilliant Allegretto or Staccato music 
the same as on a Piano. Beware of 
ment styled “Piano Organs” and 
WRITE FOR PRICES. 
Every Genuine Carpenter 
W Organ Bears This Trade Mark. 
Quality—First. 
Price—Second. 
I HAT’S what you want to remember when about 
1 to purchase an organ,—that’s the principle on 
which 90,000 Carpenter Organs have been 
constructed. If your local dealer does not sell them 
write us direct; we can deal with you just as well 
as though you called at our factory, because we will 
send any organ you select on test trial and pay all 
freights if not perfectly satisfactory. No risk for 
you; that’s left to us. A catalogue can be had for 
the asking; it will give you some valuable informa¬ 
tion about GOOD ORGANS. 
E. P. CARPENTER CO., i 
brattleboro, vt„ u. s. a. c 
Chase Bros. Pianos. 
HMD, SQUARE, art DPR1GHT 
TheSe b.ave bee? before tbe Public for o 
hfty years, and upon their excellence alone 
nave attained an 
UNPURCHASED PRE-EMINENCE 
Which establishes them as 
UNEQ.UALED 
m —in— 
Tone, Tori, WortMsliip, anfl Dm® 
TIe StaMard fir EiceUsicb aid Durability. E7"?K“’ f„ 5 
- WM vu.._ manufactured in all styles of 
GRANDS and UPRIGHTS 
CHASE BROS. PIANO CO., 
Factories: Grand Rapids and Muskegon, Michigan. 
8end for Illustrated Catalogue. 
KNABE & CO. 
a" Baltimore Street, BALTIMO] 
148 Fifth Ave„ near 20th St., NEW YOI 
817 Peun*y1vania Av.„ WASHINOTNDNOQ 
Music Teacta Wanted, 
and Pub,i° Sch001 Di^tory 
THE 
Catalogues and Estimates upon Application. 
Bidwell Pocket Hand Exerciser 
fOr PIANISTS. 
f°S prSp/rintK'^e^ands8?^ kYy-boaid'woYk “Hveiih n<J p“naslum Send for circular. 1 worE- Weighs only 2 ounces. 
G. HUDSON BID WELL, 15 Court St., UTICA, N. Y 
Cantatas for Small Choral Societies. 
., “MRS. SPEAKER.” 
About 3 dozen copies, just imported from Novello. To be sold c 
“JOHN GILPIN.” 
Address the Composer, N°W EEADT- 
A. W. BORST, 3602 Hamilton St., Phiia., Pa, 
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SOMETHING ENTIRELY NEW. 
Landon’s Reed Organ Method. 
Price $1.50. By CHAS. W. LANDON. Foreign Fingering. 
This Method is something entirely new. Every piece 
is especially arranged for the Reed Organ. They are 
selected from the best composers. Each piece is copi¬ 
ously annotated, analyzed, and every possible help given 
the pupil as to the best way of practicing and learning it. 
Pieces are carefully graded. Every difficulty is first 
prepared in an easy and attractive form. The Reed 
Organ Touch is clearly explained (a hitherto neglected 
feature). Phrasing is successfully taught. The whys and 
wherefores of every point are clearly given. Many special 
and beautiful Reed Organ Effects are fully illustrated. 
Send for a Sample Copy, 
THEO. PRESSER, Publisher, 
1704 Chestnut St., Philadelphia, Pa. 
The Technicori. 
A MECHANICAL APPLIANCE 
FOR THE 
Development of Piano Technic. 
Price, Teacher’s Size, - $22.50. 
Price, Student’s Size, - $12.00 
Liberal deduction to the profession. 
Send for circular giving full information. 
Address 
THEODORE PRESSER, 
1704 CHESTNUT STREET, PHILADELPHIA 
Portraits of Great Musicians. 
LIFE SIZE, 22 X 28 INCHES. 
Price $1.00. Postage and Tube, 10 cts. Extra. 
“ $5.00, with Frame, Antique Oak. 
Packed to go by Express at purchaser’s charge. 
The following are now ready:— 
BEETHOVEN, MENDELSSOHN, MOZAKT, 
WAGNER, HANDEL, CHOPIN, LISZT, 
SCHUBERT, AND HAYDN. 
OTHERS TO FOLLOW. 
The elegant portraits have given the greatest satisfac¬ 
tion wherever introduced. The former price for these 
was $4.50 each, without frame. Suitable for the most 
elegant Studio, Music Room or Parlor. 
Address THEO. PRESSER, PHILADELPHIA. 
Etude 
Unbound Volumes for 1886, 
“ “ “ 1887, 
$1.50, Postpaid 
1.50, ‘ 
ft 
“ “ 1888, 1.50, 
If 
“ “ 1889, 1.50, “ 
Bound “ “ 1886, 2.50, ff 
“ “ 1887, 2.50. “ 
ff 
“ “ 1888, 2.50, 
ff 
“ “ 1889, 2.50, 
ff 
“ “ 1890, - 2.50, “ 
ff 
“ “ 1891, 2.50, “ 
GOLD MEDAL, PABIS, 1878. 
W. Baker & Co.’S 
Breakfast 
Cocoa 
from which the excess of 
oil has been removed, 
Is Absolutely Pure 
and it is Soluble. 
No Chemicals 
are used in its prepar- 
I ation. It has more 
I than three times the 
■ strength of Cocoa 
* mixed with Starch, 
Arrowroot or Sugar, and is therefore far 
more economical, costing less than one cent a 
cup. It is delicious, nourishing, strengthen¬ 
ing, KASILT digested, and admirably adapted 
for invalids as well as for persons in health. 
Sold by Crocers everywhere. 
W. BAKER & CO., DORCHESTER, MASS. 
SELECTED 
CRAMER STUDIES, 
These volumes contain from 18 to 20 dollars worth of music in 
each year. The various articles give a great amount of information 
of permanent value. It is a peculiarity of The Etude that its 
articles are of substantial and lasting worth. Address the Publisher, 
THEODORE PRESSER, 
1704 Chestnut Street, Philadelphia, Pa. 
AMUSING AND INSTRUCTIVE. 
A GAME FOR EVERY MUSIC STUDENT. 
From the Von Biilow Edition. 
PRICE $1.50. FIRMLY BOUND. 
LIBERAL DEDUCTION TO THE PROFESSION. 
The Volume contains the choicest of the Von Biilow 
editions, which are published in sheet form, in four 
books. This abridged edition can be used in most cases 
for the complete work. Only the most difficult and un¬ 
important ones have been eliminated. 
Address Publisher, 
THEO. PRESSER, 
1704 CHESTNUT ST., PHILADELPHIA, PA. 
PRICE 35 CTS., POSTPAID. 
The game, which consists of 48 cards, can be played by 
any number of players. The object of the game is to 
impress on the mind of the players the important events 
in the lives of 48 composers and musicians. 
Address Publisher, 
THEODORE PRESSER, 
1704 Chestnut Street, Philadelphia, Pa. 
SOMETHING FOR EVERY PIANO PLAYER. 
FOB THE 
PIANOFORTE. 
PRICE $1.00. 
ARRANGED IN PROGRESSIVE ORDER. 
There are few really good collections of easy in¬ 
structive music. This album will be welcome as 
supplying a need with most teachers. They are 
pieces intended to form the taste of the pupil. All 
are closely lingered and edited. We consider that 
the collection cannot be excelled for formative 
pieces. 
IMPORTANT TO ORGANISTS. 
THE 
jourmil, 
A MONTHLY MAGAZINE 
FOR 
ORGANISTS AND ORGAN STUDENTS. 
VOL. 3. 
HIS work is published by subscription. Each vol- 
ume is complete in 12 Parts. All the leading 
Professional and Amateur Organists throughout 
the country endorse it. 
The success of the first volume has been unprecedented in the 
annals of Organ Music in this country. 
The music is selected from the most practical and latest compo¬ 
sitions of the best German, French, American and English writers, 
We would like to impress upon you the fact that— 
1st —The music is edited in the most careful manner. Special 
attention given to the Phrasing, Pedal Marking, Registration, etc. 
2d.—The Music is printed from Engraved Plates (not type). 
3d.—No other work gives so much music for so little money. 
4th .—None of the pieces are too difficult for the Amateur or the Student, 
and the Professional Organist will find a large number of compositions 
which are only to be fourui at present in expensive editions. 
And in addition there are eight pages of reading matter, consist¬ 
ing of articles on Organ Playing, Registration, Choir Training, Har¬ 
mony, etc.; also descriptions of new Organs, Biographies of noted 
Organists and Organ Composers. 
Every topic will be discussed that will stimulate and aid in the 
development of the Art of Organ Playing. 
The Organists’ Journal contains Twbnty Pages in Each Past. 
SUBSCRIPTION, $3.00 PER YEAR. 
The first and second volumes are now complete. The third vol¬ 
ume is in course of publication, and will be sent, postpaid, on 
receipt of the subscription. . 
Circulars and sample pages, giving full information, will be sen-, 
free, on receipt of name and address. 
WM. E. ASHMALL, 
1236 Third Ave., IT. Y. City. 
THEO. PRESSER, 
1704 Chestnut St., Philadelphia. 
28 THE ETTJDE. 
Arthur p, Schmidt, 
154 TREMOKT ST., BOSTOI I1SS., 
MUSIC PUBLISHER, 
SOLE AGENT IN THE UNITED STATES FOR 
Henry Litolff, Brunswick, Germany; The Edwin Ash- 
down Collection; Edition Chanot (Violin Music), 
and the Vienna Conservatory Edition of the 
PIANOFORTE CLASSICS. 
MUSIC FOR, EASTER, 
SONGS. 
Becker, R. Easter Song. Mezzo Soprano in C.SO 35 
Cntter, Beoj. Christ Arisen / Soprano or Tenor in G). 
I*-..-, Frank. The G.ad 
Tenor in G; Alio or Baritone in Eb.?.. 
— Fear Not, ye Seek Jesus I ®°prano or Tenor in G) 
(Alto or Baritone in D/.*. 
|ICT»IEW 
40 
FOR QUARTETTE OR CHORUS. 
W. I,. Hosanna to the Prince. 
Jf ye then be Risen.. 
Christ our Bassov 
Carr. F. OmiioimI. 
<'a mall, Arthur. 
a11 Hail the 
Cntl.r, Kenj. Daybreak in tiie ICast....,',’.'.. o 
— Christ. Arisen.  8 
Foster, H. B. Awake, GladSJi’i,’Awakel.'. J? 
Hamer, «. T. Christ the Lord is Risen .  }l 
i vnes"; ',,1;;. «• 0™out*'$££ZZ 2 if nes, 1 rank. The Lord is Risen. 
Marston. o. ,v. Christ our Passover.. |S 
JiarMo c V A,waknThou Th,i> sieepest.. J5 
»Sh* i I,' As it Began to Dawn. . 
> leliol. H. F. Now is Christ Risen.  12 
Parker. J. 1>. Christ is Risen .  12 
1 rice, t . I., b. Now when Jesus-'■ ■  “ 
S-H'lnZTbi .J ha™80t God alwaf“> *■<>'<•». 12 
Watson, M. 
was Risen. 
Thanks be to God..‘."l.Tme. 12 
Oh! give thanks unto the Lord."..".'..'.’.'.’.'."!.'.'.'.'.'.' 12 
NOVELTIES IN SCHMIDT’S OCTAVO 
EDITION. 
*' W a M,XED VOICES. (SACRED.) 
■ Wpe"p?e"S*°'“;,..^e.fiVal Anthem< "Exalt Him, all Ye 
H‘ A~ **<>n<**»- Festi'vtti Jubila'te. 12 
&rGod° Th0U that Uaa-‘ rnvS-T— 16 
— Blessed is the Nation. . 16 
«. W. Mars ton. The Land Beyond the Sea. 16 
— Jerusalem, the Golden. . 
— Nearer, My God, to Thee  
— Break Forth into Joy (Easter)".’.".'.'"’. 
CJeo. B. levin. Theday is gentiv sinking’* 
HavVVil’n'0" "' J wi" caM epon’the Lord.’." 
I!:.'"’\V°'v"- Surp|y the Rigliteous. 
1’i.Vl.V J M I will Extol Tbee. 
A idrii’h. In Thee, O God, do I put My Trust.  12 
**; "Vl'V;r- More Love to Thee, O Christ 111.’. 
O Jesus, 1 hou art fttandiug. 
— Rest in Thee.  
O. B. Brown. The Sab’Sto'Morn . 1? 
Again the Day returns. .. 12 
I.) *:.• < «« < "• Light iu Darkness!!.’."!". !H 
W. Mucfarrrn. Praise Ye the Lord.. J| 
,, » LADIES’ VOICES. 
J". I . Uittfci*. Hymn of Trust 
Brown. TheV” " " 
4*. W. Mfirsto 
FOR JANUARY, 1893 
A Paper on the 
Robert Franz Songs, 
By J. H. VAN CLEVIS. 
The First Installment of an Article on 
Experiments in Musical Expressiveness, 
By BENJAMIN IVES GILMAN, 
Professor of Psychology in Clark University. 
Annotations and vtsthetical Analysis 
of the Scena and Prayer from Erelschutz, 
Translated from Born, with some selections from de Madelaine. 
Goethe on Music. Bach, No. II. 
Two Translations from the German. 
The Eegular Installment of 
Introduction to Interpretation of Beethoven’s 
Pianoforte Works. 
Literary Programme mabx. 
of the St. Cecilian Society, of Duluth, Minn. 
Story of Camillo Urso. 
The Graded Thematic Manual for Pianoforte Teachers 
contains Material for the Fourth and Fifth Grades 
The Usual Eeviews of Music Mecommended. 
| Subscription price *1.00 per year; single copies 15 eta. 
Those wishing hack numbers from October ittot e 
sVnd*r«“g Wllb the °Cl0ber- 1892’ U by 
CLAYTON F. SUMMY, Publisher, 
174-176 Wabash Avenue Chicago, Ill. 
The best, if not the only, School of Technic 
KNOWN TO 
PIANOFORTE PEDAGOGICS. 
TOUCH md 
TECHNIC. 
BY DR. WM. MASON. 
THEODORE PRESSES, 1704 Cbestmt St„ 
ilphia, Pa., 
m n’,-* "‘u’tvui Time (Trio). — 
— The River of Rest. (Trio) 1  10 
— VesnerSonu . . 10 • p  g (Trio)..  
rL'.e Niri" hath a Thousand Eves’. 10 
Youth (Trio).;;;;;;. >° J. I.. Itorrkr ' w.I. lUUlIl IlilOl. ' 
— On the River (Trio)......  Id 
— Marching Song (Trio)   16 
— Tally-H..! (Trio).'  16 
— Vesper Song (Trio).. 16 
~ SJeigh Beds (Trio)..  16 
-ThS^ 
GUITARS 
F Mil. „ MEN’S VOICES. I . Hi I lor. Hope. 
M. Brneh. Salatnis... 
M BrnM.1’® n*eP’ la'f'n,ia ™“'i»en'buTg.':::."'. 
.:~== si 
J * H '" MY Shepherd is tiie Lord...*’". 
_"~The Fisher’s Song.. 
i’hsk!: favalr?2°"*.!""!!!!!!"""!'”". 
N.’ l^nlf/'^TheTwiliglu Fades B^re’Ate.^.^'LuU!!’L » 
CANTATAS AND CHORAL WORKS 
Beach. Festival WURKS- 
are 
In the selection of a Guitar 
or any other instrument, the 
purchaser must use exceeding 
care. Our instruments we guar¬ 
antee to give satisfaction in | Practice that secures the 
every particular, and especially 
recommend our $10 and 
styles,—our own manufacture. 
VIOLIN OUTFITS including 
substantial case. — ■ - ’ VloIln’bow> 
etc., $10 and upward!™ ^ °f ^ 
.net Mnrslon. 
Press)........... . 
Geo. E. Whiting! 
o _ -—*-«*• Op. llj YlPt 
Sacred Dramatic Cantata. ” (Jn 
op!'is:::::!z;z:;^ Dream Pictures! 
BANJOS. f8\^e0]lad'ngc“akesat^ 
upward. ’ ’ ^1^, $20, and 
Mandolins, Zithers, Flutes, Cornets 
-in fact, everything in the line of Musical 
Instruments at prices 20 to 60 per cent less 
tit . ^ * y U to write for oiit* 
Illustrated Catalogue at once. 
IN FOUR BOOKS: 
FAfsri Two~Finller Exercises (School of Touch). 
PATrnatI'l^Ih,e K h V t hmi cal l „ 
™ (Sc,l°°l of Brilliant Vassaucs). 
TreateaT^^90^ U h V t hmic all y Treated (Passage School). 
“»a '>—« 
PRICE OF EACH $1.00. 
the entire series of 
Touch and Technic 
comprise an original system for the development 
of a complete technic, from the beginner to the 
r -8 ITac? ^ distinguishin& characteristics 
are. An active use of the pupil’s mind in teclini- 
dvve or™,*; tt0 *»”«>»» «f accenla ,L„. 
.h,7i *'Jta*laUn.uWtouch 
at leads to every variety of tone color and dyna- 
practlce^t a^ sec'urTs I T™ ^ 
sneed of » , necessary facility and 
Compute Graded Catalogue and Plano Teachers’ 
Manual sent free upon application. 
Mall Orders solicited and promptly f|„ed 
to all parts of the Country. 
F. H. GRIFFITH & CO. 
inn ^ 
1102 Chestnut St., Phila., pa. 
Mention 
The Etude. 
to need. 
m their estimation of the' rZ7™ differgreatly 
In Mason’s 
“"D« m aepamte ™,nme» 7 P“T' 
' every one to hoIom ti . ended to enable 
The value of the P & Pai‘1CUlar part he desires. 
Pped °f ACCentua«-ai> 
by all teachers and virLTiTh^1^ reC°gDized 
technics now contains more o 1 s7fT T * 
theless, as Dr. Mason was the T Never' 
of the principle no a r rigltJa] discoverer 
ingenious and thorough ashiT ^ " haS ^ 80 
subject, Ipreslming1 (hi7Zl ^T>0Siti0n of the 
»rof.nedbliogll7;t~»^^ 
and a virtuosi by the Grace of God. 
We have never offered teaoi,„ 
works than these. 1 more Valuable 
YOL. XL PHILADELPHIA, PA., FEBRUARY, 1893. NO. 2. 
FOR ANYTHING IN SHEET MUSIC, MUSIC BOOKS, OR MUSICAL MERCHANDISE, SEND 
TO THE PUBLISHER OF “THE ETUDE.” 
THE ETUDE. 
PHILADELPHIA, PA., FEBRUARY, 1893. 
A Monthly Publication for the Teachers and Students of 
Music. 
Subscription Rates *1.50 per year (payable in advance). 
Single Copy, 15 cents. 
The courts have decided that all subscribers to newspapers are 
held responsible until arrearages are paid and their papers are 
ordered to be discontinued. 
THEODORE PRESSER, 
1704 Chestnut St., Philadelphia, Pa. 
postal gtcius. 
HOME. 
The official report of the fifteenth annual meeting of 
the Indiana M. T. A. has been issued and gives com¬ 
plete information regarding the proceedings. 
A fine concert of chamber music was given by Louis 
Gaertner in the foyer of the Academy of Music, at 
Philadelphia. Two other concerts are to follow. 
Leopold Godowsky, the Russian pianist, appeared at 
Reading in connection with the Pennsylvania State 
Music Teachers’ Association. He takes high rank as a 
pianist. 
A. K. Virgil gave an illustrated lecture on the use of 
the practice clavier before the Philadelphia Music 
Teachers’ Association. The playing of Miss Julia 
Geyer was much applauded. 
Three Wagner concerts are to be given by the N. Y. 
Symphony Orchestra, in February, for the benefit of the 
Orthopedic Hospital. Several soloists are to be en¬ 
gaged and a chorus of 500 voices. 
A fine quartette by Arthur Foote was played at a 
concert given in Boston by Mr. Arthur Whiting. He 
had the assistance of Franz Kneisel, violin; Mr. 
Soecenski, viola, and Mr. Schroeder, ’cello. 
Max BaucH, the composer, has been decorated with 
the Maximilian order for Art and Science. 
Richard Burmeisteb, late of Baltimore, has settled 
in Geneva, but goes to Paris to give a series of concerts. 
Johann Strauss is at work on a new operetta, 
“Princess Minetta.” It will be given during the 
carnival. 
The pupils of Mr. Sims Reeves at the Guildhall 
School ot Music pay 6 guineas (about $30.00) for a 
half-hour lesson. 
Bach's “Trauerode,” written for the funeral services 
of Queen Christiana, is to be given for the first time, in 
London, with the original text. The music is identical 
with a part of “St. Mark’s” Passion. 
Miss Rose Sutro, of Baltimore, who is studying with 
Barth in Berlin, has won applause for her pianistic per¬ 
formances in public. 
There are rumors of the purchase of an organ for 
Oberammergau, famous as the village where the “ Pas¬ 
sion Play ” is given. 
Hawaii is to be represented at the World’s Fair by 
her famous band. 
Madame Marchesi, the great teacher of vocal music, 
is about to visit America. 
Julius Eichbero, of Boston, died January 19. He 
was born in Dusseldorf, 1824. 
A Lecture recital on the works of Beethoven was 
given by I. V. Flagler at Ithaca. 
Mrs. Fannie Bloomfield-Zeisler gave a brilliant 
recital at Memphis in December. 
The advance sale of the four Paderewski recitals up 
to Monday, December 19, was $12,000. 
Some of Robert Goldbeck’s orchestral works were 
given in Berlin under the"direction of Meyder. 
The Dudley Buck Quartette gave a concert to a very 
full house in aid of the Mechanics’ Association of New 
York. 
Paderewski has taken a great fancy to E. A. 
McDowell, of Boston, and has been outspoken in his 
praise. 
The State of New York is making a record of all 
resident musicians, both men and women, for the Co¬ 
lumbian Exposition. 
Paderewski has begun his second American tour and 
bids fair to be as successful both musically and finan¬ 
cially as last season. 
The annual performance of the “ Messiah” was given 
by the Oratorio Society ot New York, Walter Dam- 
rosch, conductor, December 30. 
A second Russian folk-song concert was given by the 
Russian Choir at the Music Hall, New York. Mr. H. 
E. Krehbiel gave an explanatory lecture. 
Joahnnes Wolff and Joseph Hollman, violinist and 
’cellist, are recent arrivals from abroad. They are 
touring in concert and are being heard by crowded 
houses. They are said to belong to the romantic school. 
Mr. W. H. Lawton and Mrs. Beebe-Lawton are 
giving a series of lecture recitals at Hardmann Hall, 
New York. Mr. Lawton lectures upon the cultivation 
of the voice, and Mrs. Lawton, a well-known oratorio 
singer illustrates with a song recital. 
Mascagni, in speaking of his work, says : “ I love my 
work, but it is frightfully exhausting. Even a thing like 
‘I Rautzau,’ which you call idyllic and gentle, takes a 
tremendous deal of energy out of me,” and his worn 
appearance would appear to prove it. 
The Pennsylvania M. T. A. held a very successful 
meeting in the city of Reading iu December. The 
exercises throughout were of an exceptionally interest¬ 
ing and valuable character, and an orchestral concert 
was given for the first time. Gilchrist's cantata 
‘‘Prayer and Praise.” Carl Retter’s “Festival Te 
Deum,” and Hill's Violin Concerto were among the 
larger numbers given. 
foreign. 
Herr Barth is the teacher of a great many American 
students. 
The once famous singer, Etelka Gerster, is again 
before the public. 
Franz Suppe, who has been reported seriously ill, is 
said to be out of danger. 
D’Albert will be heard in Berlin early in January, as 
will also Moritz Rosenthal. 
The band of a French regiment recently struck, re¬ 
fusing to play on the promenade. 
A new Brahms clarionet quintette in B minor was 
lately given in Munich with great favor. 
The well-known musician, Heinrich Ehrlich, is about 
to publish his memoirs. They will undoubtedly be very 
interesting and valuable. 
A painting of Rossini on his deathbed has been 
presented to the Rossini Museum at Pesaro. It is by 
Dor6 and was painted in 1869. 
Madame Lillie Lehmann, whose ill-health compelled 
her retirement from the stage, is again delighting lovers 
of music with her magnificent singing. 
Prof. Heinrich Barth, of the Royal High School, 
Berlin, gave a Beethoven evening in December, and 
made an impression as a most remarkable Beethoven 
player. 
Franz Rummel, the pianist, has been very successful 
with his concerts in Norway and Sweden. At his last 
concert in Christiania he was recalled twenty times, and 
had to give six encores. 
Cosima Wagner has been arranging for the first per¬ 
formance, in Berlin, of the opera of Rienzi in Wagner’s 
revised and partially rewritten version. It is looked 
forward to with much interest. 
Another ill has been added to student life in Ger¬ 
many. Students are compelled to pay taxes. Two 
young ladies, students of music at Berlin, paid $15.75 
(63 marks) for a half year's tax. 
Five great composers are to be invested with the de¬ 
gree ot Mus. Doc., conferred by the University of 
Cambridge, in June. They are Boito, composer of 
Mefistofele,” Saint Saens, Max Bruch, Tschaiskowski 
and Greig. The degree was refused by Verdi and 
Brahms. 
At a recent concert in Berlin a “ finish ” to Schubert’s 
Unfinished Symphony was given. August Ludwig was 
the “finisher.” The finish, however, was a failure. 
There was no attempt to perpetuate Schubert’B style, and 
the whole work became shallow and unsatisfactory 
when its association was considered. 
30 the etude. 
BE THOROUGH, 
BY E. E. SOUTH WORTH, 
It has been found by one of the most eminent musi 
fans and scholars of tl>» , 
What is the course to be pursued to bring about a mitted by all thinking persona. There are in 
change looking toward a higher degree of perfection in lent music journals published throughout .t,,!"7 **Ce1' 
lo whom are we to look for this advance, if not to the on the other hand, there is a vast army of mu a °Ut’ 
goodly number of men and women who know the value who never see a journal, much leas read one * ti?'"** 
ii- of trifles and their outcome, and who are by nature and arguments are not made in the interval 
re years of special training prepared for the work. paper or publisher, but simply to call attemZZZ 
ig Even outside the largerart centres thereare few cities born facts, the correction of which lies wiihiu ti Z 
of the teacher. 
Does it belittle a teacher to receive subscriptions frot 
his pupils fora music journal? Is it beneath his d.gnit 
to plainly inform his classes that the reading ..r :_ 
articles is a necessitv in art _, 
proved that onlv liven TfT and 8tatistics hav  
p,an:pupi,s comin?. Er outside the krgerart «*- are cities 
teachers of the land were p^nerlvT JT ^ CaDn0t be f°Und °ne 0r m0re ~aa8 -wh° 
If this is true in ,P -P 7 preparedi bave enjoyed the advantages of training under the best 
ceSrrit^f“p:°“iifttheto «•»** rn" 
S*« r-#SSSft ?SS~ 
how the practice should be carried out dismfssfne them f Z ^ t0- ^ S,gD3 as they conje to the sur- his work secure ® ,he.,ntere,,t of your , |, ,,t j, 
with never a thought of their need. r < 8 !bem ffCe .from tlme to tlmei cultivating and drawing out all ’ C° ® b‘* 8ub,crlPl>on for lottir liv, , , ,| ,,ro 
their next appearance, is doubtless at tlm6 °t ^ ^ ‘8 g°°d and beautifaI» no teacher into whose hands ^eSS‘Ve paper’ and 8ee ,hat be **«d» it- Talk w,i|, 
inefficient training. °f much a ^rm °f talent may fall can hope to succeed ' J t0p,C8’ a,ld di8CUSM ,h>' I'-'.ding point* of son,. 
Another cause that might be found in snm • , aredoubtles8 familiar with the old saying “Trifles h ® “°re‘ntere8tinS ar«'cles. Follow this . nn(j 
faithlessness or insincerity; this m a v li e f 08868 i * perfection and Perfection is no trifle ” And vet , ®°nv,nced lbat * « <be direct route t 
talent on the part of the nVn.r::^8nSefr0mWaQt0f h°" -V* « carry into our dailv iZL r.S 8t“d«»> ">« baches heretofore menZed • 
suggestions are made wholly in the interest of ,‘t 
and for his hpnofSt _ 
7uweaouDUesaianul vin?Triflp« K
 ■ ar s 1 P C ° ! j 
IfZLtCtlZef hTtle parenZ^S « ”ad° holly i„ the inter,-,, 
requisite time required to become proficient coupled o ! ‘° M pUpils’ at ail *»«., and under all , " u t ',enefi'’ but «0.h,-r side : 
- ““ * - - - ~ »=-52: ■ 
ry go forth wilh eacl1 e8ted "» his studies. This I...,.. 
""r' ^- ■= zzrz zzrj z rr™” - —-   
ssssrsi -mmimm smm-m 
—zzjzz ££22**'yjss; 
.rti.,, im., rt0 “?11 “f "« * fc» - b. ihorougbn.M. To rear,i,11. r f 
into the smaller cities and town’s of the count°rC6<1 1 8m WeH aWare tbat 1 have advane d pupils earnest ant '*** 8h°Uld demanJ 'hat tli, 
their daily bread. to earn no new theories in practice or study. "° "" ldea8’ and side 8ttemi°n ,0 8U' 1 
It has been said that avarice is one nf > . 1 hope, however, I shall hav^ hoQ „ this way will thp . 8 are *iere,n mentioned. Jr 
and yet I think yon will agree with mST ?8’ «g even one of my co-laborers into^ ^ ^ ^ in «ality beZet Z‘8 ^ °b'ained'and musicwiil 
every successful teacher, ^ ^ tri3e8- “ «" ia ‘be e/rri ZIX tT" ^ ^ a ^a« ” 
all, who successful as the world counts^success Tt _. 7 C°llege °f i» the land. 
always actuated by an inordinate love of Z M ? 
not rather be prompted by a spirit of envy Z h Z 
of all sms to the musician in* a u- '7’,t besetting 
talented applicant might escape Th'80? ^681®8 
asserts itself in various wavs Z th ^ ^h"g °f envy 
guarded against is the tempt’ation to" receive t DY W' =• ™xTIDS. by perlee v 
such numbers as to leave no time f 6 P P'ls _ E ,EE v- jervis. 
-iSHSiiSSS 
. H. PON IU . 
tone PEODUCTION. 
BY PERLEE V. JERVIS. 
rpi ... r <*wreast of the times lack or apnreciflfinn ia f v or Ul ifle hand an^ *•' —v;uuuuion of tl 
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PLOTSAM AND JETSAM. 
AS CAST UP BY VARIOUS FOREIGN MUSICAL PUBLICATIONS* 
[In view of the fact that a large number of our readers do not 
see any foreign musical publications, and that there are many 
matters of criticism, news,discussion, and anecdote which are worthy 
of attention, we propose to present, in a short, chatty,—but withal 
educational form, nay items which may interest our readers.— 
Ed. Etude.] 
In reference to one whose almost phenomenal success 
has placed his name upon the tongues of music lovers 
the world over, the London Musical Standard, in a 
leading article under the caption of “ Why Mascagni is 
Successful,” makes some very truthful statements. 
It holds that his success is not due so much to his 
inherent dramatic fire as to the form in which his opera 
is written, and the circumstances of the time when it 
appeared upon the musical horizon. It goes on to state 
that the public had long outgrown the string of songs 
which went by the name of opera. The public wanted 
drama allied to music. 
Wagner, being beyond the mental grasp of the aver¬ 
age opera-goer, Mascagni’s opera came as a golden mean 
between his (Wagner’s) works and the weaknesses of the 
old Italian opera. 
The old opera is dead because it was not a work of 
art. It served its purpose and had its day. 
Mascagni’s uniting dramatic music with dramatic 
situations produces a more complete work of art, and 
his success, therefore, is a straw which shows which way 
the wind blows. 
** * * * 
The same journal advocates the omission of the 
“ repeats” in symphonies. We understand the omission 
of the repeat in the sonata is also advocated. 
The argument is that as the sonata is derived from a 
dance form, it is but natural that some characteristics of 
its origin should cliDg to it, and that while in an elabor¬ 
ate dance it is but proper that there should be a return 
to the original rhythm, in a sonata such a repeat is 
unnecessary and therefore inartistic. 
* * 
* * * 
Anent the coming of Paderewski, it may interest our 
readers to know that at a recent concert in London the 
audience refused to go at the end of a long program, 
but insisted upon bringing him back to play two more 
pieces. Great as the admiration for his wonderful 
powers may be, such demands are to be classed only as 
inconsiderate—or worse—selfishness. 
* * 
* * * 
In an article in Musical Opinion, “ On the Supposed 
Complexions of Keys,” this supposed complexion is 
denied, and the notion has arisen chiefly from the com¬ 
pass of the various voices and instruments; partly from 
imperfections in musical instruments, and the resonating 
properties of the rooms in which they are placed ; and 
from incomplete cultivation of the power or skill in 
recognizing musical sounds. Differences in pitch will 
add to or lessen the brightness and boldness of tones, 
and by reason of a higher pitch certain keys are credited 
with an inherent quality which rightfully belongs to the 
pitch. Thus the same melody sung in the “bright” 
key of G will be more sorrowful than when sung in the 
key of A flat, which is supposed to “love its sorrow.” 
Rooms of different dimensions will augment different 
sounds. So-called key complexions will be affected by 
the size of the room. 
If a certain key complexion be discovered on a piano, 
move the instrument into a smaller room, and, in all 
probability, the key will find its complexion changed. 
Irregularities of tone in instruments, tuners’ fancies, 
among other reasons, are given as causes for the preva¬ 
lence of the notion. 
In conclusion the author says:— 
Here are a few nuts for 1 key complexionists ’ to 
crack. Will sharpening the key of D (the boldest of 
keys), by bringing it nearer to E flat, make it more 
beautiful and mellow? Will flattening the key of E 
flat (the beautiful, mellow key), by bringing it nearer to 
D, make it bolder? Will sharpening the key of G 
(bright key), by bringing it nearer to A flat, make it 
sorrowful, and will it love its sorrow? Will flattening 
the key of A flat (sorrowful key), by bringing it nearer 
to G, make it brighter or more cheerful ? With regard 
to C sharp (the sharpest key), does calling it D flat make 
it more solemn? And does it hurt the (bright, 
sprightly) key of B to call it C flat? 
“ 1 hope that no one will think that I am making fun. 
These are serious questions to those who have not 
noticed the absurdity of the idea of key complexions. 
“ In conclusion, I briefly sum up the principal views 
set forth in this article. There is no such thing as com¬ 
plexions of keys in true music. The different effects 
noticed (not fancied) in different keys depend entirely 
upon the limited range of the scale, the pitch irrespective 
of sharps or flats, and the harmony or melody used, or 
are due to defects in instruments or to local resonating 
properties.” 
There are so many theories advanced now-a-days that 
it is worth while to thoughtfully read such articles as the 
one quoted above, and test our notions to see if they 
are able to stand. 
***** 
Conductors of American orchestral concert series are 
not alone in the criticism, captiousness, and discourag- 
ingly persistent misunderstanding of their efforts on the 
part of the public. 
So good and eclectic a musician as Herr Georg 
Henschell—very familiar to Americans are his musical 
abilities—is unable to give a single novelty in his 
London symphony season, because the public, taking its 
cue from the papers, give scant favor to any new work 
unless it be by Dvorak or Brahms. At least so complains 
the Musical Opinion. 
***** 
Reading of the efforts being made to increase the 
number of books on musical subjects in the Leeds 
public library, arouses the following queries— 
Are music books (literary) in public libraries used 
enough by those who need them ? If not, why not? 
Are they more or less inaccessible ? 
Could any plan be devised by which so important an 
adjunct of breadth of culture as books could be placed 
where music students would use them to good advan¬ 
tage ? 
The use of reference books in general educational 
work is now very greatly insisted upon, and, in fact, 
many teachers compel their pupils to prepare for recita¬ 
tion from many text-books, the names of which are sup¬ 
plied at the time of the assignment of the lesson. How 
can music students be brought to do this thing? 
The writer has a grievance; for by the absorption of 
a private library by a city he lost an opportunity to 
become the possessor of over a hundred rare volumes, 
some of which are now forever beyond his reach. 
Still libraries properly used are invaluable to students, 
but every earnest young musician should plan to have 
his own well and carefully chosen library of musical 
works. 
THE WORK OF PIANISTS. 
BY JAMES M. TRACY. 
If, as many think and assert, the life of a pianist is 
an easy one, why did the world's greatest pianist, Franz 
Liszt, withdraw from professional concert giving at the 
age of forty five ? He said it was- because the necessary 
practice, required for such a life, caused too much of a 
strain on his mental and physical faculties for him to 
continue it longer. Rubinstein, who has ranked next 
to Liszt, has followed the latter’s example, retiring at 
fifty. Von Billow has retired at fifty-five. The above 
pianists have all been noted for eccentric, sarcastic, 
sour dispositions, which may be truthfully attributed to 
hard, concentrated practice or overwork. Such over¬ 
work, continued for a series of years, will most 
assuredly wreck any man’s disposition, be it ever so 
good. 
Four of Franz Liszt’s most gifted pupils, Carl Tausig, 
Franz Bendel, Robert Pflughaupt, and Ratsenberger, 
died before reaching the age of thirty-seven. Their 
death was directly caused by persistent hard study and 
practice, each averaging eight or nine hours a day at the 
piano. Doubtless others of similar brilliant talents, 
with ambition to excel, have met an early death, but we 
speak of the four, because we knew them at Weimar, 
they being fellow-students. Paderewski, only thirty-two, 
has been suffering for the past six months with nervous 
prostration, caused by too much piano practice. Many 
other cases might be cited. 
The moat noted pianists give no lessons, such work 
seriously interfering with their public duties. Every 
public pianist feels obliged to practice from four to eight 
hours a day. If he does not keep up this daily work, 
he soon loses his execution and his grip on the public. 
Uneducated, unthinking persons believe a teacher who 
is engaged seven or eight hours a day, teaching good, 
bad, and indifferent pupils, ought to play just as brilli¬ 
antly, just as perfectly, as the one who makes a specialty 
of playing in public concerts. Of course, this can t. be 
done, it is a physical impossibility. The considerate 
and educated know this very well, and allow for it, but 
the ignorant and prejudiced never do. As an illustra¬ 
tion I quote what Von Billow said at an interview he 
accorded to a newspaper reporter some years ago: 
“Mr. Bttlow, how much do you practice daily? ” “ 1 
intend to practice six hours and a half. ’ “What if 
you don’t do this?” “If I neglect my practice one 
day, I feel it; if two days, I see it; if three days, all my 
friends know it.” 
Pachmann is probably the most eccentric, and the 
hardest pianist to manage of any pianist who has ever 
visited America. 
A good-sized book might be filled recounting his 
antics and sayings. 
PRECISION OF TOUCH. 
BY JOSEPH CLOWES. 
Beginners wonder how it is that experts play with such 
precision. The very keys they want are always under 
their touch, even in extensions and intricate parts ; while 
when they want to do the same, the eye cannot find the 
key, and they are in confusion, which breeds mistakes 
innumerable. 
In many elementary works that I have looked over, 
I have seen no hints whatever as to what to me appears 
to be the very stepping stone in making a correct player, 
and the means of escaping the errant method of in¬ 
struction that allows so important a part to be treatedin 
silence. 
The vexation of hunting up the location of a key. that 
pupils suffer so much in finding, would be avoided if 
teachers would require theirscholars to find the keysthe 
same as the blind do.—by a sense of touch. Did experi¬ 
enced players depend upon the same method that be¬ 
ginners do, they would never glide over the keys in the 
manner they do. There is a spontaneity of execution 
that amazes the tyro, seemingly beyond their abilities to 
reach, and well they may think so. because it takes years 
of constant practice to develop the system under which 
an artist executes the most difficult passages with such 
ease. To illustrate my meaning, when the pupil wants 
to find F, he should locate it, not by the eye, but by glid¬ 
ing the little finger upward, until it hits the corner of 
F-sharp, and he has the spot wanted ; when after B let 
the thumb descend to B flat, “ad finem.” The above 
process, no matter how long neglected, will have to be 
practiced by all. before attaining the independent and 
faultless style of technics necessary. If need be, blind¬ 
fold the pupil, until he has the whole register under the 
will; so long as he measures distances by guess and the 
eye, so long will he be a stumbler committing mistakes 
that will remain, until by long experience of trials he 
falls into the way that should have been opened up at 
once, saving years of a hap-hazard method that has been 
a torment to him in his practices. 
“Don’t Like to Practice.”—Children have declared 
for centuries back that they do not like to practice. 
The reason is: because their musical perceptions are not 
sufficiently awakened to find enjoyment in what are 
falsely called primary lessons. A child needs several 
years of “ natural musical exercise,” a kind that child 
nature will enjoy and enter into, as it does in plays and 
sports, before he is prepared for what are called private 
lessons. Compulsory practice is entirely inconsistent 
with early child culture in music. Now, if the above de¬ 
ductions are understood, the essential principles to 
remedy the foregoing evils are also understood, and the 
teacher may choose his own way of putting them into 
practice. But if our wits were set to work over this 
question, what better plan to suggest than a musical 
kindergarten ?—D. N. Arnold, in the Song Friend. 
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A CONOISE CHRONOLOGICAL HISTORY OP 
THE CHIEF MUSICIANS AND MUSICAL 
EVENTS PROM A. D. 1380-1885. 
[For The Etude.] 
A REVOLUTION IN THE TEACHING OF 
FUGUE. 
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Questions anti J^nsw2i[s. 
[Our Buhscribers are invited to send in questions for this depart¬ 
ment. Please write them on one side of the paper ouly, and not 
with other things on the same sheet. In Evkry Cask the 
Writer’s full Address must be Given, or the questions will 
receive no attention. In no case will the writer’s name be printed 
to the questions in The Etude. Questions that have no general 
interest will not receive attention.] 
Ques.—In Chopin’s Waltz (Op. 18, No. 1), in the 
fifth, sixth, and seventh measures, is the dot intended 
for emphasis or demi staccato, and when can we tell 
which is meant when they are scattered here and there 
in a piece ? M- °- 
Ans.—In Chopin’s Waltz in E flat (Op. 18, No. 1), 
bars fifth, sixth, and seventh, the dot over the note 
denotes a quasi staccato; it is placed there to call 
attention to the end of the figure, which would be quite 
as complete with the slur alone and the staccato dot 
omitted. In playing the note over which the dot is 
placed the up touch is used and without accent; the 
accent should be on the second quarter. The staccato 
dot is not used for an accent mark except when placed 
under a short straight line ; 
Qufs.—Please answer the following questions in the 
nextETL’DE: — 
1. Is music written in the minor key in harmonic 
or melodic minor? 
2. When two successive notes of the same degree are 
connected by a tie, and also staccato marks are over 
each note, how should they be played ? s. 
Ans.—1. Both forms are used; scale passages are, 
perhaps, most frequently in the melodic form ; harmon¬ 
ized passages and figures are in the harmonic form. 
2. Two notes, whether on same degree or otherwise, 
connected by a slur (not tie) and staccato marks, are 
both Bounded, the touch used being a pressure from the 
forearm. When the same note is repeated, produce the 
tone by lifting the arm, hut do not permit the finger to 
leave the key. This is known as portamento, which is 
somewhat a misnomer. 
Ques.—1. What is meant by counterpoint? When 
should it be studied? Is the study of counterpoint 
necessary to one who wishes to become a medium grade 
musician ? 
2. Who is the greatest pianist of the present day l 
3. What is meant by “ alia capella ” time? 
Ans.—1. By counterpoint is meant the art of making 
two or more parts or voices move together in the most 
effective manner; this effectiveness is secured by a 
seeming independence of motive in each part. 
The study of counterpoint is essential to every one 
who wishes to understand the construction of mnsie. 
The study of counterpoint is nowadays generally taken 
up after the study of harmony. 
2. It is impossible and invidious to say with positive¬ 
ness who is the greatest pianist living. Since the death 
of Liszt there is no one so super-eminent as to deserve 
this distinction, but there are several in the foremost 
ranks, such as VonB'ulow, Pachmann, Paderewski, and 
possibly two or three additional. 
3. Alla capella—literally in church style. Two or 
four half-notes in the measure is called alia capella 
time; the notion was formerly, and is still held, in large 
measure, that there is more dignity in this way of writ¬ 
ing sacred music ; it also means two or four beats—that 
is double time—as contrasted with triple time. The 
term alia capella was formerly given to sacred music 
without accompaniment. 
Ques.—1. What is the opinion of the best teachers 
for beginners in regard to pointing to the notes and 
assisting the pupils to read the notes and to avoid losing 
the place? Is it best to do so or not? 
2. Is not Camilla Urso considered a violin virtuoso ? 
I do not find her among those represented in the sup¬ 
plement to the December Etude. Subscriber. 
Ans.—1. We are unable to give a concensus of 
opinion, but all teachers will agree that it is best for the 
pupil to depend upon himself and not upon outside 
help. 
The habit of keeping the place, as well as all other 
good habits, is only to be acquired through self effort. 
2. Camilla Urso is considered a violin virtuoso and an 
artist, as well. The supplement in December Etude 
contained only foreign musicians. 
Ques.—Why do some teachers recommend pupils to 
study the piano for a time before taking pipe organ 
work ? Are not pupils who have been properly taught 
the (reed) organ ready to do good work on the piano? 
A. G. S. 
Ans.—The two instruments differ so radically in their 
tone-producing process that a very different touch must 
be acquired for each. 
The simple pressure of the key used in organ-playing 
must be augmented by a stroke or abrupt pressure in 
piano-playing. 
The methods of fingering for the two instruments are 
also quite different; for instance, in organ-playing, the 
changing of fingers upon a key while it is held down 
is almost incessantly necessary. 
To study the organ first, no matter how proper the 
teaching, renders it very difficult to acquire a musical, 
sympathetic piano touch. 
The methods of teaching piano touch now in vogue 
are an excellent preparation for organ-playing. The 
analysis of the motions, which includes a familiarity 
with the physiological conditions of each motion ; the 
sensitizing of the fingers to the extent of great sus¬ 
ceptibility, make organ-playing with the needed adapta¬ 
tions to the characteristics of the instrument easy. But 
to learn organ playing, with its sliding, purely pressing 
touch first, will, as already stated, greatly interfere with 
and delay the acquirement of a projSer piano touch. 
Ques.—1. What is the d'fference between au appog- 
giaiura and an acciaccatura? 
2. In the melodic minor scale, why are the natural 
sixth and raised seventh degrees characteristic tones, 
and the natural seventh aud raised sixth degrees auxili¬ 
ary tones ? 
i have searched every means at hand, and now come 
to The Etude, which I find a valuable help, for aid. 
J. M. B. 
Ans.—1. The appoggiatura is a grace note, which 
receives in its delivery a real part of the time of the 
measure and also the accent. 
The acciaccatura has no appreciable time value and 
no accent. 
The appoggiatura is a leaning note, as its name implies, 
and may be termed a melodic grace, or, as some have it, 
a harmonic grace. 
The length of this grace is taken from the principal 
note upon which it leans, and varies according to the 
value of this principal note, the most usual of the 
many rules being that the grace note receives half the 
value of the principal note following. 
The appoggiatura is usually written as a regular note, 
but in much smaller type, just preceding the note upon 
which it leans, thus: 
Played. 
There are many conflicting rules regarding the proper 
delivery of this grace, which cannot be given in this 
short answer, but the above will explain the peculiar 
character of the appoggiatura. 
The acciaccatura is really a rhythmic grace, the name 
implying a crush note. The Germans call it Zusammen- 
schlag (together stroke), and formerly the grace was 
delivered simultaneously with the principal note, but 
quickly quitted. 
This grace is, however, now played just before the 
principal note, and receives no accent, but serves to 
intensify the accent of the principal note. 
The classical delivery of this grace requires that it 
steal its very short value from the principal note, which 
is consequently delayed in its delivery. The abruptness 
of the delivery of this acciaccatura depends somewhat 
upon the context, and often may receive a real melodic 
importance, rather than the crushing rhythmic character 
which normally belongs to the grace. It never, how¬ 
ever, receives the accent, but, regardless of all other 
qualities of its delivery, it will serve to accentuate the 
prominence of the following principal note. 
This is the characteristic difference between the 
appoggiatura and the acciaccatura, i. e., that the former 
receives the accent and has a real value in the measure; 
the latter has no accent and no important value in the 
measure. 
The acciaccatura is expressed with a small note as an 
appoggiatura, but usually with a stroke through the stem, 
thus:— 
Played. 
r-B—d-  
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2. The true characteristic tone (nota carracteristica) 
of the minor scale is the raised seventh. 
The tones which characterize the so called melodic 
ascending form of the minor scale are the raised sixth 
and seventh ; these two tones may then be called the 
characteristic tones of this form of minor scale. 
All tones which are used in the various forms of the 
minor scale not contained in the true harmonic form 
are treated as passing tones in modern harmony, and 
are therefore by some called auxiliary tones. 
Your natural (?) seventh and the raised sixth wonld, 
of course, never be used together in one scale, for we 
have no minor scale which raises the sixth and leaves 
the seventh unaltered. 
But in the melodic ascending scale the sharp sixth 
would be treated in modern harmony as a passing tone 
leading directly up to the sharp seventh, and could easily 
be called an auxiliary note, allhough the term is unusual- 
So with the unaltered (“ natural” you call ii) sevenlh, 
which occurs in the old minor form, sometimes called 
the ancient melodic; the note is not recognized in 
modern harmony, which requires the sharp seventh as 
leading tone, and when it is used it will most likely be 
written as a melodic passing tone, which may readily 
he called auxiliary, if for no other reason than the fact 
that it is not a real part of tlje scale. 
Louis Arthur Russell. 
QnES.—What studies should be given to a pupil who 
has finished his reed organ method ? l. m. c. 
Ans.—The publisher of The Etcde has now in press 
a set of studies especially for the development of artistic 
reed organ playing. These studies introduce several 
new elements of touch and method into the study of this 
popular instrument. It is not generally known that the 
reed organ demands a technic and peculiar touch of its 
own. This set of studies sets this fact before the pupil 
in such a way that he can acquire an effectiveness and 
artistic command of his instrument. C. W. L. 
Ques:—1. Please explain the sweeping or snap touch, 
as suggested in the “ Annotations to Faust Waltz,” 
Landon-Gounod, which appeared in The Etude of 
April. 1892. 
2. What is the meaning of the two and single short 
vertical marks in the “Thirty Etudes” of Heller? 
M. E. A. 
Ans.—1. The “ sweeping or snap touch ” is the stac¬ 
cato touch of the Two-Finger Exercises of “Mason’s 
Touch and Technics.” It is fully explained and illus¬ 
trated in that book. Briefly, straighten out the finger 
and then suddenly curve it under the hand, letting it 
sweep down the key in passing. The effect is staccato 
unless the pedal is used. The quality of the tone is 
spicy and musical. 
2. Those vertical marks show the motives and the 
lesser separations. They help to give a more intelligent 
expression. C. W. L. 
Ques.—How can I get my reed organ pupils to play 
with vivacity and with a free touch ? They ail have a 
dragging and crawling, stick-to-the-keys way of playing. 
v. G. F. 
Ans.—This fault is almost universal with reed organ 
players. It is cured by a regular and continued practice 
of the wrist or hand touch, and by daily work on 
melodic scales studies and on Mason’s “ Two Finger 
Exercise.” Then the pupil is prepared to observe all 
staccato effects, staccato for the end note of a slur, and 
for a free hand in chord playing and reiterated notes. 
The “ New Reed Organ Studies,” by Charles W. Landon, 
that are now in press, make a specialty of these kinds 
of touch, and other Btyles that are demanded by good 
reed organ playing. 
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EEED ORGANS, ARTISTICALLY CONSIDERED. 
BY CHARLES W. LANDON. 
The beat grade of organs, as now manufactured by the 
leading makers, are capable of many varied, beautiful, and 
artistic effects, and they are worthy of the attention of 
any musician. Many superior piano teachers have been 
in the habit of speaking slightingly of this popular instru¬ 
ment; thereby showing a narrowness of taste, and that 
they have not investigated the merits of the best instru¬ 
ments of this class. The reed organ is gradually finding 
Us way into the music ro'om of people who are highly 
cultured in the divine art. It is capable of many 
superb effects when played with the piano. There is 
now a great variety of music of all grades of difficulty 
arranged for these two instruments. 
Well informed people generally buy a musical instru¬ 
ment of a reliable maker, or through some agent in 
whom they have confidence. But a common mistake is 
made in buying instruments that have but a limited 
number of full sets of reeds. (I do not say stops ; for 
the number of stops is often misleading.) If we consider 
that the keyboard, and the multitude of parts that go to 
make up its action, the case, both in material, and work¬ 
manship, are the most expensive parts in organ-making 
we can readily see that by a few dollars extra many 
additional sets of reeds can be secured. It costs but a 
little more to buy an organ with a great variety and full 
expressional capacity, because of the above facts. It is 
not advisable to buy an organ with less than two sets of 
reeds throughout, and an extra half-set of reeds for the 
upper part, and an octave of sub-bass reeds for the 
lower part of the keyboard, and there should be an 
octave copular. But with a little more expense there 
can be added a set of sixteen foot-reeds, tuned to speak 
an octave lower than the voice, and a set of two foot- 
reeds, at least in the lower half of the instrument if not 
throughout, which speak two octaves higher than the 
voice. An organ is infinitely more valuable for beautiful 
musical effects that contains these additional stops 
Having secured an organ, it is necessary that it should 
be rightly taken care of. The two great enemies of the 
organ are dampness and heat. The organ should not be 
near a fire or an open register, nor stand too near an outer 
U BtaDds near an outside wall, it should be 
placed two or three inches into the room. The organ 
should always be closed, and, if possible, covered when 
a room is being cleaned and dusted, because the minu- 
particles of dust will sometimes stop the reeds from 
speaking. An organ should occasionally be moved from 
lhere7n.tl0n *° W “0t taken up a residence 
In the daily use of an organ but the middle and sweeter 
tones should be commonly drawn. The extra power 
and extra stops should be used for special climatic effects 
and not be made common by being too frequently heard’ 
is a common fault to blow the organ too hard. The 
bellows should be but partly filled, except when loud 
playing is specially desired. 
Teach your pupils to think and to feel and not 
to sing and to play. Do not educate mere siniHnt H 
playing machines. Ofcourse the think;,, 81ng>ng and 
tairS.” ’S 
there is great variety in our abilitv ■ 0f ,eourse 
the child becomes a powerful thiid-er ,JUt"hetber 
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it cannot be learned without thinking ° Eireo1'008’ !uUt 
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ability, and y2ur snccess wm be ma'k , 6 T 0,/°Ur 
make children think, we must think r , Jn ?rder t0 
we must, in other words? "om d 1 “ chi,dren’ 
This many cannot do. others think h^ yo“n£ mmd. 
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unless he teaches the young miud'to think. g°°d teacher 
PROCURING AND RETAINING PUPILS 
The building up of a satisfactory patronage is a work 
that demands the most earnest solicitude ot the young 
teacher. Let him weigh well the following phrases 
which have reference to this matter; “Take time, ad¬ 
vance slowly, and clear up as you go. Make up your 
mind that at first you will have more kicks than pence. 
Don't think that every amateur is to be sneered at. 
Never lose spirits, but keep a good heart. Don’t charge 
too little, the public often estimate a man at his own 
valuation. Don't be in a hurry to get a large connection. 
Don’t do it by having too low terms, as you will not by 
this means secure the respect of your pupils, who, afrer 
a year's lessons with you, will go to somebody who 
charges more for ‘ finishing lessons.’ Don’t compete 
with those who advertise lessons at five dollars a quarter. 
A few pupils paying well are better than many at a cheap 
rate. It may also be remarked that the most unreason¬ 
able parents of pupils are generally those who pay the 
lowest terms. Try to cultivate self-respect, and set a 
sufficient value upon your own requirements, without, 
however, being inordinately conceited. It is apity. but 
humility really doesn't pay. If you find your patronsge 
is increasing rapidly, begin at once to gradually raise 
your terms, so as to get more pay for less work, and so 
get time for your own study. Be punctnal and pains¬ 
taking with your pupils. Aim high in your profession 
and in choice of companions. Omit no opportunity of 
intel ectual improvement in any branch of knowledge. It 
should never be forgotten that the qualities which go to 
make the successful man in any profession or business 
are just those which are most essential for the teacher. 
Wo one has a right to enter the profession at all, 
LStUd' T ° ■ ,e8St fiTe J«™ a"der COm- P eachers. It is best to be regularly trained 
privately up to a certain standard, and then to join a 
xtoo’ofhighrdard-aft-wh^,he st",,p'u wi|i probably again want private tuition. But those who 
enter the profession unqualified, find their level quickly 
compettt'on forces them either to improve themselves or 
et tbemse.ves sink. A good education and position in 
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PIANO ETUDES; A RETROSPECT AND 
PRESENT VIEW. 
Since the days of Carl Czerny (God bless bis old C 
major toccata) instruction books, commonly known as 
“methods,’’ sprung into existence. How many, 1 do not 
propose to tell you. You all know Moscheles and Fens, 
the Kalkbrenner, the Henri Herz, Lebert and Stark, the 
Richardson ( founded on Dreyschock ), etc. That they 
have fallen into disuse goes without saying. They were 
for the most part bulky, contained a large amount of 
useless material, and, above all, did not cover the ground, 
being often reflections from one-sided virtuosity. Then 
up sprang an army of etudes. Countless hosts of notes, 
marshalled into the most fantastic figures, hurled them¬ 
selves at varying velocities and rhythms on the piano- 
studying world. Dire were tbe results. Schools arose, 
and camps within camps. There were those in the land 
who developed the left hand at the expense of the 
right, and vice versa. Trill and double note specialists 
abounded, and one could study octaves here, and 
ornaments there, stiffness at Stuttgart, flabbiness with 
Deppe, and yet no man could say his was the method. 
Suddenly in all this quagmire of doubt and dumb key¬ 
boards arose a still small voice, but the voice of a mighty 
man. This is what the voice said 
“There is but one god in technic—Bach, and de¬ 
menti is his prophet.’’ .... 
Thus said Carl Tausig and left behind him an edition 
of Clementi which is imperishable. 
In Tausig's opinion Clementi and Chopin alone have 
provided studies in the true sense of the word, which 
perfectly fulfill their intention. This is sufficiently 
explained, in the preface affixed to his selection by 
G F. Weitzman, by the assertion which none will ques¬ 
tion, that each of these studies of dementi’s represents 
a distinct figure—whether by running and undulating 
passages, broken chords, purposely arranged difficulties 
and other motifs intended to make the fingers indepen¬ 
dent of each other, or to promote the freedom, ability, 
and sustaining power of the peiformer in various ways, 
by the change of position and by modulation throughout 
the whole piece. 
Thus regarded, these studies will enable the pupil who 
can play them with correctness and facility to execute 
with ease similar passages occurring in the works of 
other masters, and especially to attain the necessary 
precision, clearness, and freedom for the performance of 
any kind of musical composition. It was Tausig s habit 
to make use of them before all others in the school for 
the higher development of piano-playing of which he 
was the head, as well as for his own practice, hurther, 
he asserted that by means of these studies Clementi 
made known and accessible to every student the entire 
piano literature from S. Bach, who doubtless requires 
peculiar practice, to Beethoven, just as Chopin has also 
done from the latter to Liszt, in whose compositions 
musical art has attained to a dazzling height. 
It has, therefore, been his aim to make choice of those 
most practical and improving studies from the “ Gra- 
dus,” which are intended to overcome the greatest 
variety of difficulties, and at the same time he has 
arranged them progressively, and with several different 
readings for fingering and execution, thus undoubtedly 
rendering the work suitable to the requirements of our 
day. He has only altered the original fingering in those 
passages where it no longer tallies with the views at 
present entertained respecting this branch of piano tech¬ 
nic, or where the choice of fingering adopted is better cal¬ 
culated to strengthen the naturally weak fingers of both 
hands, to aid in practicing the passing of the different 
fingers and thumb over and under each other and in giv¬ 
ing the hand a wider grasp, etc. 
Then came von Bulow with his Cramer edition, and 
another step was taken in the “boiling down” move¬ 
ment. Moreover, the clever Hans took the reins in his 
own hands and practically said in his Cramer edition, 
“ Here is my list—take and study it. You will become 
a pianist.” “ Lebert and Stark ” (abomination of an¬ 
gular desolation); Aloys Schmitt, exercises, with a touch 
of Heller to give flavor and flesh to the old dry bones ; 
Cramer (Billow); St. Heller, Op.46and47; Czerny, daily 
exercises and the school of legato and staccato ; lausig s 
Clementi; Moscheles, Op. 10 ; Henselt, Op. 245 (and as 
a bridge Haberbier etudes poesies) ; Moscheles. Op. Do 
(characteristic studies) ; Chopin, Op. 10 and 25 (glorious 
music) ; Liszt etudes, Rubinstein and finally V. C. Alkan 
as a topper, with Theodore ILullak’s octave studies as a 
collateral. 
Now, this list is not bad; but it m nearly twenty 
years since its inception, and in this quintessentializirig 
age twenty years means a lifetime. Condense, condense 
is tbe cry, and thereupon arose Oscar Dumb thumb— 
Raif—who wished to be called the Richard.Wagner of 
piano pedagogues, for with one wave of his. wand he 
would banish all etudes, in their stead substituting music, 
and only music. Hunt up the difficulties of a composi¬ 
tion, says Mr. Raif, single them out for slow practice 
and you will save time. 
Now came forward a few reasoning men who said : 
“Why not skeletonize the whole system of technic? 
Give it in pure, powerful but small doses to the student.” 
With this idea Plaidy, Zwintcher, Mason and Matthews, 
Germer, Louis Koehler and Riemann, and others have 
published volumes literally epitomizing technic. Dr. 
William Mason in his “Touch and Technic.” further 
diversifies this bald material by forcing the pupil to study 
it wiih varying touches, rliyihms, and velocities. Albert 
R. Parsons in his valuable synthetic method makes mir¬ 
acles of music commonplaces tor the tender, plastic 
mind of childhood. 
It was incidentally found that Heinrich Germer s 'tech¬ 
nics” or Mason’s "Touchand Technic” were enough to 
form the fingers, wrist, forearm, and upper arm, that on 
a Virgil clavier every technical problem of the fiat key¬ 
board could be satisiactorily worked out, and then came 
the question what studies are absolutely essential lor the 
pianist who wishes to go to the technical boundaries of the 
fiat keyboard ? Technic alone would not do it, for that 
does not give figures, nor the sequence of musical ideas, 
nor musical endurance (not to speak of style, phrasing, 
etc.). No one work on technic can blend all these requi¬ 
sites. Piano studieB cannot be absolutely discarded with¬ 
out a serious loss, for one loses the suavity and simplicity 
of Cramer (a true pendant of Mozart), tbe indispensable 
technics and foundational tone and touch of Clementi.(a 
true forerunner ot Beethoven), and then what of Chopin, 
Liszt, and Rubinstein ? 
No, there lurks an element of truth in the claims of 
all these worthy thinkers, experimenters, and seekers 
after the truth. The keystone of the arch, the arcanum 
of the system may be found in Bach, great, good, glo¬ 
rious, god like Johann Sebastian Bach, in whose music 
lies the past, present and future of the tone art. Mighty 
Bach, who could fashion a noble St. Matthew Passion 
and a tiny prelude for a child’s sweet fingers; a 
Leonardo da Vmei among musicians, as Beethoven is 
their Michael Angelo and Mozart their Raphael. With 
this startiug-poiDt, the first preludes and exercises of 
Bach, the feet may be said to be on terra firma, so 
proceed with the two- and three-part inventions and the 
suites, French, English, the great forty-eight preludes 
and fugues in the " Well-Tempered Clavichord.” 
Not forgetting the beautiful A minor lugue. Before 
the “Clavichord” is reached tbe pupil’s band is more 
than ready for Cramer, and some of these beautiful 
music pieces, many poetical in. the extreme, may be 
given to suit the exigencies of the occasion. What 
could follow (in conjunction With Bach) Cramer more 
fitly than Clementi—Tausig's Clementi? A great 
teacher, as well as a great virtuoso, Tausig pinned 
his faith to these studies, and so does an almost 
equally as great virtuoso Raphael Joseffy, who prac¬ 
tices what he preaches, and studies Clementi yet as did 
Chopin when he prepared lor Clementi. (Bach was 
also Chopin’s daily pabulum). 
In Clementi one may discern all the seeds of modern 
music, and studying him gives a nobility of tone, free¬ 
dom of style, and a surety that may be found in no other 
studies. Tausig “boiled down” Clementi to twenty- 
nine; with discrimination he can be reduced to fifteen 
for practical use. The same may be said of Billow’s 
Cramer—one-half of the filty being sufficient. 
Billow’s trinity of B’s— Bach, Beethoven, and Brahms 
—cannot be paralleled in the piano etude literature by 
a trinity of C’s—Cramer, Clementi, and Chopin. And 
that leads me to the great question—how is that ugly 
gap, that break, to be filled in, to be bridged, between 
Clementi and Chopin? Bulow attempts to supply the 
necessary bridge by a compound of Moscheles, Henselt, 
and Haberbier, which is not only obviously tedious, but 
in one case—Henselt’s—puts the cart before the horse. 
The problem above mentioned—of bridging the gap 
between Clementi and Chopin—might be solved by the 
use of the two valuable Hummel concertos in A and B 
minor, for some of Hummel’s passage work is singularly 
like Chopin’s juvenile style, and Chopin was extremely 
fond of Hummel concertos, were it not for the fact 
that pieces and concertos do not quite serve the pur¬ 
pose, and, may the fates and Joseffy pardon me for 
the blasphemy I am about to utter. I do not, I fear, 
quite appreciate the much-vaunted Moscheles studies. 
There is nothing in op. 70 that has not been done far 
better by the composer’s contemporaries. For example, 
the double-note study is weak when compared with the 
best of all double-note studies, Czerny's toccata in C. 
En passant, that is one of the most remarkable special 
studies ever written, and is certainly No. 1 in the famous 
trio of double note etudes, the other two, of course, 
being the Schumann toccata and Chopin’s G sharp 
minor 6tude. By all means include tbe Czerny toccata 
in your list. , 
To revert to Moscheles! There are studies by Kalk¬ 
brenner which are very valuable for their virtuosi char¬ 
acter. Ries, too, has done some good work, notably 
the first one in the Peters edition. What is the matter 
with Edmond Neuport? Just see how original his 
100 daily exercises are, really something new since 
Tausig; and his etudes in the Edition Peters, are 
they not charming? Then there are the Thalberg 
studies, infinitely more pianistio and poetic than the 
respectable Moscheles. I know it is the fashion to 
sneer at Thalberg and his machine-made fantasias, 
but that shouldn't blind us to the beauties of his “Art 
of Singing on the Piano,” his etudes, Op. 26 (one of 
them in C, a tremolo study being equally as useful as 
Gottschalk’s famous “tremolo ”); then the Op. 44, if I 
remember aright, a very pretty melody in repeated 
n°Thalberg has written, I repeat, music that cannot be 
passed over by any fair-minded student. Another ob¬ 
jection I have to Moscheles is that he is old-fashioned 
already. His style is rococo, his.ornaments trite, and 
much of his work stale. Study him if you will a half 
dozen of the etudes will suffice—but do not imagine he 
prepares the hand for Henselt or Chopin, as von Bulow 
so fondly fancies. 
There is one man I would suggest—a composer who 
is as much forgotten as Steibelt who, I believe, wrote 
a “ storm ” for the piano and thought he was as good a 
man as Beethoven. Have you ever heard of Joseph 
Christoph Kessler? In the house of his patron, Count 
Potocki. at Lemberg, he composed his Op. 20—twenty- 
four etudes—and dedicated them to J. N. Hummel. 
Let us examine more closely these studies. In four 
books published by Haslinger they are too bulky and 
badly fingered. Out of the twenty-four there are ten 
well worthy of study. The rest are old-fashioned. 
Book I, No. 1, is in C, and is a melody in broken chords 
which is peculiarly trying to the fourth fioger. The 
stretches are modern and the etude is very useful. No. 
2 in A minor is an excellent approach to all interlocking 
figures occurring in modern piano literature. This, too, 
is°very valuable. No. 3 I must strongly recommend, for 
it is a melody in chord skips. No. 4 is very useful for 
the development of the left hand. No. 5 is confusing on 
account of hand crossing, and it could be dispensed with, 
while No. 6 serves the same purpose as No. 4. If you 
can play Nos. 4 aud 6 of Kessler, you need not lear 
the C minor or C sharp minor studies ot Chopin, wherein 
the left hand plays such an important part. 
Book II has a study, No. 10—a unisonous study—which 
is very good ; and Book IV contains but three studies 
No. 20, for the left hand culture; No. 21, for stretches 
and a facile thumb, and No. 24 a very stiff study, which is 
bound to strengthen the weaker fingers. Look at these 
Kessler studies, or still better study a dozen of them, 
and you will find the bridge between Clementi and 
Chopin, and a very satisfactory bridge, too ; tor to the 
solidity of Clementi Kessler has added a modern 
spirit, technically speaking. You may not see all this, 
but I have practically demonstrated it in many instances, 
and I wish some one—Albert R- Parsons preferred— 
would edit and prune Kessler. One year’s experience 
with him would make you drop your goody goody 
Moscheles or play him only for his historical interest. 
There are many charming studies before Cramer, for 
instance Heller, Jadassohn s scholarly preludes and 
fugues ; and of special studies take William Mason's 
Etude Romanze, Schuett’s graceful Etude Migronne, 
Raffs “ La Filieuse,” Haberbier’s poetical studies, Isa- 
dor Seiss’ very musical preludes, Ludwig Berger s in¬ 
teresting studies, and a very delightful etude by Con¬ 
stantin Sternberg. A very valuable little volume to 
both teacher and pupil is Germer’s “Rhythmical 
Problems.” . 
We have now reached the boundaries of the Chopin 
studies. . . 
Although expostulated with regarding the admission 
of Henselt into the Pantheon of pianists, I refuse to 
give up my belief in the Henselt etudes. 
His refined, polished speech is never conventional, 
nor does he tear passion to tatters after the approved 
modern fashion. 
No, Henselt must not go, for who could replace 
him ? , 
What charming etudes are Op. 2 and 5 ; what a wealth 
of technical figures; what an imperative legato is de¬ 
manded, and then, above all else, touch-euphony 1 To 
play Henselt with a bard, dry touch would be “ Ham¬ 
let ” with the melancholy Dane not in it. 
I cannot fancy Henselt being played with a bad touch. 
Fancy mangling that delicious “ Bird Study ^ by a 
“ modern ” dramatic touch ! I by no means think the 
Henselt studies should precede those of Chopin; in 
fact some of the Chopin studies could be sand¬ 
wiched in with Clementi, Moscheles (if you study 
him), and Kessler. But don’t fail to study Henselt. He 
will give you a freedom, a capacity for stretching, a 
sweetness of style that no other writer possesses. 
As I just said, some of the Chopin etudes and pre¬ 
ludes may be intercalated in a judicious fashion during 
the Clementi-Kessler period. In some respects Op. 10 
is more difficult than Op. 25; four etudes in the latter 
can certainly be profitably used earlier than any of the 
etudes in Op. 10. I refer now to Op. 25, No. 1, No. 2, 
No. 4, and No. 9 (in A flat, F minor, A minor, and G fiat 
respectively). Then glide to the C sharp minor in Op. 10, 
then the black-key study, the songlul etude in E, and 
then possibly the C minor No. 12. 
If you have a bad left hand with intractable fingers, 
always remember that Bach will individualize those 
fingers, and that old Carl Czerny has written a set of 
studies for the development of the left hand (Op. 399), 
which, if taken in moderation, will lead to limberness 
and legato. 
In all this hurly-burly don t forget your Kullak 
octave school, and if you really wish to disencumber 
your mind of all these extra studies I have been talking, 
about, why, just throw overboard everybody but Bach, 
Cramer, Clementi, Chopin, and Henselt. If you wish 
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MARCEL. 
Fingered by A. W. BORST. 
Benjamin Godard, Op. 66,N9 6. 
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THE JOLLY PICNICERS. 
RUSTIC DANCE. 
By Adam Geibel. 
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German Song. 
Tschaikowsky. 
Tins piece must not be played so fast as to become a waltz nor should the left hand be played so loud as 
the right. 
(A) This,and similar places,to be held back a very little. 
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LES HIRONDELLES. 
THE SWALLOWS. 
Edited by Richard Zeckwer. Benjamin Godard, Op. 14. 
Moderato.M.M. 
3. 
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THE ETUDE 
SINGING TOE PIANO PUPILS. 
by frederic w. root. 
II. 
IT is not hard to manage the voice, and to exe¬ 
cute smoothly with it if one sings softly. For 
artistic purposes singers must be able to use 
considerable force for shadings, contrasts, and 
climaxes The reason why vocal pupils have to 
take an interminable course of exercises before 
they are thought to be fitted to sing profession¬ 
ally is because the voice must be prepared to fill 
larae public halls, to make itself heard above an 
orchestra or chorus, and to balance other voices 
in ensemble work. 
But if one sings softly, the difficult problems of 
reoBter disappear, the voice places itself well 
enough for purposes of pitch, and there is breath 
enough for ordinary phrases. 
So if the idea of singing for the entertainment 
of others is given up, the vocal instrument is gen¬ 
erally ready for immediate use, and the educa¬ 
tional element in singing may be begun upon at 
once. 
A few easily applied exercises may, perhaps, be 
taken to advantage; as (1) learning to sing to high 
notes without hardening the tongue muscles, 
which may be felt with the point of the finger 
pressed against the underside of the jaw, midway 
between the point of the chin and the angle of the 
neck; and (J) learning to take and hold a deep 
breath without allowing the muscles of the neck 
to become rigid. 
To these might be added an exercise to give 
vowels their exact sound, holding the close ones, 
e, o, etc., well forward in the mouth, the tip of 
the tongue touching the lower front teeth. 
This is all of the purely technical preparation 
which the average pupil should require in order 
to use the voice with safety for the purposes we 
have in view. 
The physiological facts upon which these exer¬ 
cises are based are that a freely, easily produced 
tone requires independence between the lower 
and the upper part of the vocal apparatus. Below 
the chin is all the mechanism for producing vocal 
sound; above the chin, in the upper throat and 
mouth, the tone is not produced but modified, foi 
better or for worse-usually worse at first, unless 
precautions are taken to give the larynx and lungs 
free play. 
The uses that the voice would then be put to 
might be as follows: Learn to sing, independently 
of the instrument (using it however, as long as 
may be necessary), the major scales, the harmonic 
and melodic minor scales, the chromatic scales, 
and what I have termed the bi chromatic scale, 
made by sounding a tone pitched between each 
two of the chromatic scale—a progression of quar¬ 
ter-steps. It may take some time to accomplish 
this, but it is worth the practice. Learn all the 
tones of the key, so that they can be sung in anj 
order. For this purpose the syllables, do, ray, me, 
etc.,' may be used, if required. 
Perhaps as interesting a study as any is to take 
a harmonic sequence and master it by treatment 
like the following. One may begin with common 
major chords and easy progressions, and may go 
through the entire range of harmonies, including 
the most remote modulation in this way. 
Following are some specimens of exercises. 
z 
These chord progressions may be practiced by 
the pupil in the following ways:— 
1. Sing each chord in arpeggio form, both up 
and down, at first playing the chord as an accom¬ 
paniment (never playing single notes, however), 
and afterward singing each chord first, and play¬ 
ing it after. 
2. Sing each part separately, playing the others 
as an accompaniment. 
3. Sing all the tones in scale form included in 
each interval of each chord, playing the whole 
chord upon the piano at the same time. For in¬ 
stance, in the first chord in the first exercise 
above, the pupil would sing C, D, E to span the 
first interval; E, F, G for the next, and C, D, E, 
F, G for the remaining one, using the syllable la 
on each tone, or the syllables do, ray, me, etc. 
This plan requires that the pupil know the minor 
scale familiarly, also what key each chord is in 
during modulation, in order to decide what scale 
tones to use. 
More advanced exercises with these chord pro¬ 
gressions consist in associating an appoggiatura 
with each tone of each chord, using both the halt- 
step below each tone, or the diatonic tone above 
each. 
These plans will be found more fully described, 
on page 25, in my “ New Course in Voice Culture 
and Singing,” as, indeed, are most of the exercises 
above outlined. 
Other exercises in which the voice may be made 
to conduce to the pupil’s development in musical 
perception will readily suggest themselves to any 
teacher interested in this plan. 
The pupil’s ideas of legato, shading, etc., can be 
readily exemplified in the singing of short pas¬ 
sages designed for the purpose. 
Such exercises as I have suggested above, will 
not take much of the teacher’s time at lessons. In 
giving half-hour lessons to vocal pupils I find 
time to attend to these things without neglecting 
anything else. Five or ten minutes is time enough 
to hear the results of practice, when the pupil is 
well started in this direction. 
MUSIC AS A PEOIESSION. 
TO YOUNG MEN. 
BY J. M. BUCKLEY. 
cmIF Lave a much higher opinion of professional than 
nf bu Lets life They seem to think that a minister, a 
lawver or a Physician must employ different faculties, 
or employ the same faculties in a different way. This 
L an error. The reason, the imagination, and the 
memory are employed in business and professional life 
L iheTame way—by analysis, by comparison, by tracing 
effects from their causes, and causes from their effects, 
calculating probabilities, guarding against perils, keep- 
t fh« character., It is doubtful 
a scienc the human intellect more 
LaLffieTctence of music, if it be carried to its highest 
rfprtion To be a performer upon any instrument in 
P RUc 1 unless upon one of the subordinate instruments 
f^ ’ oTchestra-and to succeed therein, demands many 
in an ore • practice—years in which the 
years o subjected to remorseless criticism by 
performer be subjectea decide authoritatively 
knowledge or taste to do it justly A music 
who expects to make a living, or anything more 
teacher • P ^ine pupils, should know that it is 
^anmo t harassing bS nerve and heart-trying work 
anv one evei undertook to do. To go from house 
tn*house to teach children who have neither application, 
to house to le the subject, who are com- 
neTed to sit on the stool while the teacher is there, but 
pelted to si t practice in the absence of the 
rh°hernsuffioiently to make any advancement, and then 
n be accfsed by the parents of incompetency because 
to be ac nds do not make progress, is bard to 
the unwillt f T P ; something harder than that. It 
?ndLUre- AmAonthe drum of the ear, and upon all the 
13 lhv'”ParLns of the sounds of all the old pianos 
senMtiv y j ’Btjng iteration of scales, which, in itself, 
under the evei 1 S Beveral mUsic teachers into 
rv One distinguished teacher never allows h,s 
“nniyto be opened in his house, and spends nearly two 
Months eveeryPyear in the depths of the primeval forest, 
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that his nervous system may find rest from the strain 
which his daily life inflicts upon it. ■ __ 
Proficient pupils are also an annoyance, because a 
soon as they have learned a tew tunes they . bink they know 
enough to begin to teach, and as they aieable to delight 
thei Admiring friends the teacher often ifinds those wbom 
he knows to be incompetent to teach competing sue 
cessfully with him at reduced rates for those who would 
naturally without such competition be among bis patrons. 
It is safd that the son of a wealthy man, without any 
musical capacity, went over to Europe and succeeded in 
securing a very celebrated teacher, who did not know his 
pupil understood a single word ot Geiman. T heJjoy, 
however, understood a little of it, and wrote borne to 
his father that he had found an excellent teacher, but 
he was a very strange man, and must have something 
heavy upon his conscience, for while be was practicing 
his teacher did nothing but walk up and down and wring 
his hands and say. *• What have 1 done to deserve this 
nunBhment ?” My advice, therefore, to all those who 
Le th.nkLg about studying mustc with reference to a 
professional career, whether as performers upon musical 
instruments or as teachers, is, unless you are convinced 
that you possess both the aptitude and the application 
necessaryP do not attempt it. But if you do possess the 
necessary qualifications, it is an honorable, usetul, and 
sometimes a remunerative career. 
To these preceding general remarks I wt 1 add a few 
specific rules, derived from conversation with the most 
Sent artists to whom I have had the fortune to be 
'TfrA ig a serious, though common, error to select 
an inferior teacher to give instruction in the elements. 
Inferior teachers often require less compensation than 
those of a higher order, and it is thought by some 
persons that a teacher a little in advance ot the scholar 
will suffice for elementary instruction. But the elements 
of an art are omnipresent, lhey recur in every suc¬ 
ceeding step. They exhibit themselves in the com¬ 
pleted work, and where performance, as in the case 
instrumental music, is visible as well as audible, any 
lack of grace as well as any lack of accuracy will 
diminish gthe effect. If you design, then, to make: the 
pursuit of music, vocal or instrumental, a life-work, at 
whatever cost secure the best teacher from the beginning. 
Second. It is of grave importance to review the 
primary lessons frequently. Ihe automatic element 
enters into all art work. What is done at first painfully 
and laboriously comes at last to be done without even 
consciousness, so that m a certain sense the less we th nk 
of what we are doing the nearer perfection wil be the 
execution. It is by reviewing and practicing that the 
automatic machinery of the brain and nervous system is 
caused to move in proper grooves and channel?. One 
lesson well reviewed is better than six lessons prepared, 
recited, and left to their fate. 
Third. The critical spirit must be developed. Lvery 
lineament must be criticised justly and unsparingly, 
and the work of the pupil more severely, if possible, 
than that of his competitors. Ibis critical spirit must 
be applied to the work of the master or instructor, 
Some eminent teachers are to be regarded as the Phari¬ 
sees, whose doctrines were true, but whose practice was 
not in harmony with their teachings. 
Fourth. Inferior works should be avoided, but every 
effort should be made to hear the best. 
Fifth. Enthusiasm should be cultivated by reading 
the lives and methods of those in ancient and modern 
times most eminent in the chosen profession. 
Sixth. As all high arts make special drafts upon the 
brain and nervous system, and music, especially in 
excess, exerts a pernicious influence, great care should 
be taken of the physical health. Rest, sleep, regularity, 
open-air life, are necessary to such as follow the proles- 
sion of music.—N. Y. Advocate. 
—Neither Bach nor Beethoven, nor any other great 
composer ever intended his works to be interpreted al¬ 
ways the same and according to his own individual ideas. 
They demanded individuality in each performer a.nd 
accepted honest interpretation even though differing 
from their own, thus acknowledging the fact that no two 
persons think and feel exactly alike. They also varied 
their own interpretations according to the mood ot the 
hour, thus further admitting, as they often have stated, 
that the same person should not be expected to be tied 
down to any fixed line of thought, feeling, or expression 
in art or anything else.—Murray. 
CLASS-TEACHING—J. C. FILLMORE. 
I find teaching in classes a great benefit to my pupils. 
There is a direct stimulus in association which cannot 
he got in any other way. And I think a pupil often 
learns more by hearing the criticisms made on the work 
of a classmate, than if she were herself under the 
harrow. Very few of my pupils, who have been taught 
in classes, would be willing to go back to private lessons, 
at least, exclusively. Sometimes a combination of the 
two produces the best results. But if I could use but 
one method, I should prefer the class teaching. 
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DEVELOPMENT OF PIANOFOETE MUSIO. 
BY PH. H. A. CI-ARKE. 
The modern school of piano music may be looked 
upon as the natural result of the gradual development 
of the instrument, from its first impel feet form with 
clumsy mechanism into the extremely sensitive, delicate 
instrument as we know it to day, with a mechanism so 
fine that it responds instantly to every slightest grada¬ 
tion of touch of the skilled player. The immediate 
predecessor of the piano was the harpischord. Grada¬ 
tions of tune were impossible on this instrument by 
varieties of touch—therefore to produce them they had 
recourse to various contrivances for adding to the 
number of strings that might be sounded together, also 
a swell box, such as is used in organs for increasing or 
diminishing the tone ; but all these contrivances fail in 
producing that instant response to the touch of the 
player that is the great charm of the piano. 
Such being the character and limitations of the 
harpsichord, it cannot be expected that the music 
written for it should be of a character that makes much 
demands on the power of expression. Neatness of 
execution wa3 the first thing sought, and complexity of 
construction in the music the next, having a weak tone 
that was also very Fhort in its duration. Spaces, as 
they were called, of bewildering variety were used to 
cover up this deficiency. It is owing to this fact that so 
much of the earlier piano music is overloaded—not to say 
disfigured—by turns, trills, mordents, and so on. For 
many years the harpsichord had a formidable rival in 
the lute, because this instrument had powers of grada¬ 
tion that the harpsichord did not possess. Another 
rival was the clavier, but its fatal want was in power of 
tone, although in the hands of good players it was 
capable of very delicate shades of expression; it even 
held its own against the piano for many years, perhaps 
owing chiefly to Bach's avowed preference for it. 
The character of the harpsichord must always be 
taken into consideration in judging of the effect of the 
music of the early writers. To be light and graceful 
was their main olject. This lightness and grace was 
the first step taken in the departure from the strict old 
style of writing, which never took into consideration the 
nature of the instrument for which the music was 
written. But whether for lutes, voices, viols, or harpsi¬ 
chord, composers wrote only fugues, or else compositions 
in which the fugal style of treatment predominated. 
As illustrations of the period at which this departure 
began, we have the music of Couperin, one of the greatest 
harpsichordists that ever lived, perhaps the best illustra¬ 
tion of this grace and lightness as the most befitting char¬ 
acteristics of harpsichord music. A style which may be 
looked upon as a prophecy of the coming style of piano 
music, his choice, too, of rather fanciful trills for his 
pieces was an earnest of a custom that has in our times 
become almost nauseous, when not even a symphony can 
be written but it must bear some title or motto to aid 
the hearer in understanding it. The style adopted by 
Couperin and his contemporaries in treating the harpsi¬ 
chord, received a great impulse in the direction of 
piano music from D. Scarlatti, the adoption of a more 
dignified form, the early sonata, and the greatly ad¬ 
vanced technical development gave a character to his 
music that even yet makes it worthy the attention of 
pianists. The genius of Mozart gave to harpsichord 
music the most perfect development of which it was 
capable. Although the piano became a perfect instru¬ 
ment during the lifetime of Mozart, he never became a 
finished pianist, his early training on the harpsichord 
having probably unfitted him for the attainment of the 
perfect mastery of this instrument. Hence his piano 
music with rare exceptions sounds as though it belonged 
to an earlier period than his other work. This 
discrepancy between his piano music and the time 
at which he lived is very strongly brought out by 
comparing it with the music of Hummel who was 
his pupil. Hummel was among the first to rightly 
estimate the character and resources of the piano and 
to write for it with the design of making the most of 
these resources. At this period there arose a brilliant 
galaxy of pianists, every one of whom contributed 
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largely to the development of a style of composition 
especially suited to this instrument. It is only necessary 
to mention the names of Cramer, Clementi, Dussek, and 
Moseheles. The last named is generally considered the 
founder of the modern Bravoura style, although his 
music retains many of the traditions of the classical 
style. Before the last of these men passed away a new 
idea had come into the minds of musicians as to the 
meaning and the effect to be sought in composition. 
What is known as the romantic school came into 
existence. There have ever been two schools of art, 
one valuing form and technic as the chief objects of art, 
the other valuing the emotional aspect as the only thing 
to be sought. We have the same thing in painting— 
one looks on nature as a thing to be lovingly and faith¬ 
fully copied, despairing of ever reaching her perfection; 
the other, known as the impressionist, looks on nature 
as being merely the suggestion or the vehicle for the 
expression of his own emotion or his ideal of nature. 
As usual the truth in art lies between these extremes. 
There can be no art without form. 
There may be a beautiful artlessness, but great art de¬ 
mands more than this. The chaotic sentences of Walt 
Whitman contain some of the profoundest thoughts ever 
uttered by man, but can it be denied that their pre¬ 
sentation would gain in effectiveness were they put forth 
with even a tithe of the matchless worth of Tennyson? 
This new school of pianists finding themselves possessed 
of an instrument capable of the most subtle shades of 
expression, cut loose from the forms that had sufficed 
for the great masters, and indulged in sentiment that has 
too often degenerated into sentimentality. In one 
composer only do we find the loftiest ideas, molded into 
perfect form, yet making an increasing demand on the 
most perfect technic among musicians—need I mention 
Beethoven? Beethoven’s piano music is something 
much greater than new piano music. It may be called 
absolute music in that it never seems to suggest the 
instrument for which it was written, but seems to be 
independent of all these human contrivances in the 
shape of instruments. No one ever hearing the Appas- 
sionata ever thinks, “What a fine piano passage,” how 
well calculated for the instrument. If he hears aright, 
he simply hears and is thankful without such derogatory 
thoughts. 
In Chopin we find the highest and most complete 
development of the powers and capabilities of the piano, 
joined to a creative faculty that never for a moment 
allows these powers to usurp the chief place. He is 
par excellence the chief expositor of the nature of the 
modern piano. Every technical difficulty, every Bra¬ 
voura passage that is known to the most brilliant of the 
knights errant of the piano is used by him, but always 
with artistic design. 
It may be said that he has exhausted the resources 
of the instrument. No writer has since produced music 
in which idealism and the most perfect technic are so 
combined ; yet it is piano music, not absolute music; it 
never allows you to forget for a moment the instrument 
for which it was written. Doubtless the swing of the 
pendulum will again bring back form as an essential of 
the art of music. This swing has brought back the 
lyric form with which music began, although with 
a very different content to what it had at first. 
The grace and lightness of the lyric of Couperin’s 
time has for successor the emotional, sometimes we 
might say lacrymose, nocturne or other passionately 
sentimental composition of to-day. But art being 
eternal, though the form of it may change, there is hope 
that there may yet arise some genius, who, though he 
may never surpass what has been done, may yet give the 
world worthy thoughts, if not in the forms of the 
classical age of music, in some new form as yet un¬ 
dreamed. 
Repudiate the idea that to be a musician one mi 
forget that he should be a gentleman. Tittle-tatt 
malice, jealousy, etc., are not to be found in any leei 
mate musical creed, and they are entirely unnecess* 
in the musical life ; but generosity, a spirit of fraternii 
a willingness to believe in the truth and importance 
other than one s own interests, and a frankness whi 
will permit one’s admitting the fact, all of these a 
virtues which will find a fitting place of abode in t 
temple of music.—A. J. Musician. 
HINTS AND HELPS. 
Learn all that there is to learn, and then choose your 
own path.—Iliindel. 
It is the nature of instrumental music in its highest 
form to express in sounds what is inexpressible in words. 
—R. Wagner. 
The pianoforte as an instrument will always be suitable 
for harmony rather than for melody, seeing that the most 
delicate touch of which it is capable cannot impart to an 
air the thousand different shades of spirit and vivacity 
which the bow of the violinist, or the breath of the 
flutist, etc., are able to produce. On the other hand 
there is perhaps no instrument which, like the piano¬ 
forte, commands by its powerful chords the whole range 
of harmony, and discloses its treasures in all their 
wondeiful variety of form.—A?. T. A. Hoffmann. 
Students of music, as a rule, have a mania for theoriz¬ 
ing and composing, whereas I hold that the subjects 
which should be taught and acquired, are, above all, 
thoroughness in practical work, in execution, in keeping 
time, and in the knowledge of all the great works. The 
rest follows of itself: it cannot be taught, but is a gift 
of God.—Mendelssohn. 
Genius is the agency by which the supernatural is 
revealed to man.—F. Liszt. 
The older I grow the more do I perceive how import¬ 
ant it is first to learn and then to form an opinion.— 
Mendelssohn. ' 
In my opinion a musician’s real work only begins 
when he has reached what is called perfection, viz , a 
point beyond which he has apparently nothing more 
to learn.—Mendelssohn. 
Too many easy exercises are hurtful to the student, 
and impedes progress. An efficient teacher will always 
so instruct his pupils that they hardly notice their own 
progress.—P. E. Bach. 
Many a man of genius perishes because he has to 
gain his bread by teaching, instead of devoting himself 
to study.—Haydn. 
The teacher should teach for the sake of teaching, and 
should devote equal attention to the stupid and to the 
intelligent pupil.—M. Hauptmann. 
Nothing is more fatal to music than inferior teachers 
and a degraded stage. It is incredible how beneficial 
but also how iniquitous can be the influence of teachers 
for years, nay, for generations to come.—LI. Schumann. 
The benefit which I wish my pupils to derive from 
tuition is threefold—to heart, ear, and hands ; they are 
as it were the root, blossom, and fruit of tuition.— 
Schumann. 
A good teacher turns out not pupils, but artists who 
become teachers in their turn.—Schumann. 
Music belongs to no country, and we value beautiful 
music from whatever part of the globe it may come.— 
C. M. con Weber. 
Many persons can neither understand nor feel the 
power of music; they were not made for music, nor was 
music made for them.—H. Berlioz. 
It is only when our feelings, our mind, and our taste 
derive full satisfaction from music that our pleasure in 
art really begins. Those who delight in the mere con¬ 
cord of sounds are incapable of deeper appreciation.— 
F. Hiller. 
I am convinced that many who think they have no 
taste for music would learn to appreciate it and partake 
of its blessings, if they often listened to good instru¬ 
mental music with earnestness and attention.—F. Hiller. 
Experience teaches us that the verdict of the public 
is nearly always just, and deserves respect.—C. M. von 
Weber. 
In a composition which is full of merit, a critic should 
point out the faults; in another which is full of faults, 
he should look for the redeeming features.—If. Haupt¬ 
mann. 
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WHEN AND WHERE DOES A MUSIO 
TEACHER’S SIILL BEGIN? 
BY C. W. GRIMM. 
The standard of music in any community or nation 
an be judged by its music teachers. The music teachers 
® lhe makers or the unmakers of a musical people. 
A teacher should not develop mere gymnasts ; no, above 
all he should develop musically intelligent pupils. He 
bould not train simply the fingers of his pupils, but, more 
than this, he should train their hearts, then their heads, 
and last their fingers. This demands more of a music 
teacher’s skill than merely the ability of teaching the 
musical notations and the technic of an instrument or a 
voice If music teachers teach their pupils that technic 
is music, then the musical public will consist of admirers 
of musical gymnasts; if music teachers teach their 
pupils that technic is merely a means of bringing out the 
noble thoughts and emotions of some of our greatest 
men, then we will have cultured audiences, intelligent 
listeners,—just what we want. 
A music teacher’s duty is not only to drill, but his duty 
is farther reaching than that, he moulds the art-life of the 
people for better or worse. The music teacher’s skill 
consists in framing the musical condition of his pupils, 
and by that of the public. To do this successfully a 
teacher must know more than music; he should know 
human nature and have business methods—in Bhort, he 
must know the world be lives in, because according to 
it he must adjust bis plans. Invariably, when students 
are ready to leave the art school in a great music centre, 
or to finish their course of study under some private 
teacher, and begin to view their future, they dream only 
of the long string of talented pupils whom they have 
brought to perfection in a remarkably short time (in 
technic only, of course,—for heart and head must have 
their natural development). The mission of music teac * 
ersisnot to produce legions of professionals-tliat would 
be a serious calamity—but to produce legions of intelli¬ 
gent listeners. Teach less technic, but more music. 
Insist on 1 ess books of fetudes, but on more books of music 
of our great masters. Infuse into your pupils the desire for 
expressive performances. To make an impression, one 
must perform with expression. Show that expression is 
an art based upon natural laws. These laws have been 
revealed and subsequently treated as a science by sue 
men as Westphal, Lussy, Christiani, Schmitt, Klauwe , 
Kullak, Fuchs, and, above all, by Riemann. Prove to 
your pupils that the expressive playing cf a technics 
easy piece is worth a thousand times more than the ast 
playing of so and so many tones in a second, as if t e 
keyboard of the piano was a race track ! 
Teach the history of music, speak of the lives o t e 
composers, what they achieved, and their place in art. 
Devote a regular evening for such work. Have all your 
pupils and friends assemble. Perform yourself. W at 
a teacher professes to know, he must be able to per orm 
himself. Only in this way can he gain the full con 
dence of his pupils. All this is work which will elevate 
the music standard of the people. In educating t e 
individuals of the people, by instructing them as pnpi s, 
the teacher will find that his skill begins with the aver¬ 
age pupil. Many are ready to call such a pupil a u 
one. A really dull pupil ought to be dismissed in a 
polite manner by the teacher, but, before be discharges 
him, let the teacher be 6ure that the pupil is really u > 
and that it is not a deficiency in his own skill to kin e 
some appreciation for musical art in that pupil. J'611 
our great Weber was once called a dull pupil! ow 
was nothing remarkable when young 1 Great geniuses 
are never the result of teaching; they fight their way 
through all disadvantages, and always reach the goa to 
which the light within has destined them. I bin o 
Bach, or Wagner, or Paderewski of to-day.. There is 
no skill required to teach them, they are continually far 
ahead of the carefully prescribed plans of their teac ers. 
Think of Liszt and Czerny, or of Robert Franz and 
Schneider. A true talent will take care of itsel , con 
sequently a teacher cannot display much skill on it. 
Yet, every teacher displays with the greatest satis acl'°“ 
his most talented pupils first, those in which less s 1 
of teaching was required, Let him show what he can 
make out of poorer material, and thereby display his 
skill as a teacher, for with it he may have peiformed a 
masterwork. The lesser talented ones are the ones who 
need the guiding hand of a skillful teacher. Therefore 
a music teacher’s skill begins, nay, it is in its greatness, 
among the less talented ones. The “ average ” or less 
talented pupils have taste and a natural inclination for 
everything that is beautiful. Sometimes there may be 
a very gifted one among them, but they always need the 
guiding band of a teacher to make them “ musical" and 
to develop their abilities harmoniously. They usually 
have only a limited amount of time to devote to the 
study of music, and their study is more or less con¬ 
scientious. 
Many teachers consider it beneath their dignity to 
instruct a beginner, as if it were a disgrace. M ho ever 
thought it a disgrace to plant the seed of an oak tree or 
any desirable plant ? Who ever thinks lightly of the foun¬ 
dation of a building? Upon the foundation rests the 
entire structure. If it be poor nothing grand can be 
built on it. A pupil is a human being, and as such can¬ 
not be hammered over a last like a 6hoe, therefore the 
teacher’s method must change with and adapt itself to 
every pupil. And nowhere must the teacher be more 
careful in his proceedings and explanations than with 
the young. The erroneous idea that any one can teach 
a beginner may have its origin in the fact that what is to 
be taught are only the elements of musical art. It 
was forgotten that it is not the what, but it is the how, 
which makes it so difficult to teach a beginner. 
Another misery some teachers inflict upon themselves, 
by imagining that a pupil’s development must always be 
like a peifect, ascending line, or like an uninterrupted 
crescendo. Such a development never occurs. There 
are always periods in which the development seems to 
have stopped, to be stationary. These shorter or longer 
stops are necessary for the pupil to completely absorb 
and firmly grasp what he has learned. After one grade 
has been made secure, then let the pupil make efforts to 
master the next grade. Always give the pupil a sound 
footing on one grade before you permit him to attempt 
the next one. Not all who take music lessons will attain 
the complete mastery over all requirements, but that is 
no loss. Inspire your pupils with everything that is 
great and noble in music, and you will not have worked 
in vain. Do not consider your work drudgery, for it is 
not if yon teach the right things. If every music 
teacher form a musical congregation, we will have a 
musical people and be a musical nation. Beethoven 
and all the great tone-masters will not have inscribed 
their highest transports on silent pages, and ardent artists 
will not reveal those mysteries to ears that do not hear, 
when music teachers will open the hearts and ears of he 
people. And the people will be ever thankful to the 
music teachers for their hard labors to lead them to a 
nobler life. Truly, the music teacher s mission is a 
great one. 
World’s Fair. A musical idea is a real idea; not, as 
many people suppose, an evanescent or even accidental 
combination of sounds of different pitch and quality ; 
and the fact that it sounds through time, instead ot exist 
ing in space as do the painters’ or architects or sculp¬ 
tors’ ideas, does not make it any the less tangible or any 
^This8 fact is difficult for people to understand who 
cannot hear—i. e., those who have no musical con¬ 
sciousness. It is impossible for them to understand bow 
the mind—the spiritual ear—may actually hear rhythm, 
pitch, quality, melody, and harmony, and may reduce it 
to black and white through the medium of musical 
notation without the aid of the physical ear. And how 
the composer can know how to make combinations of 
instruments and voices which he cannot possibly have 
played and sung to him beforehand, is a problem which 
to them must remain forever unsolved. Nevertheless, 
the musical idea is a fact, and its function, like any 
other artistic or poetic idea, is the expression ot truth 
and beauty. And just in proportion as it does express 
the beautiful and the true does it have life, health, and 
l0]fveryymusical composition (if it be worthy of the 
name) is an art problem in which with certain conditions 
given, and certain materials at hand, a certain result is 
to be obtained. Its perfection as a result depends on 
the effective adaptation of the means to the end—its 
unity of form and contents—the appropriate relation ot 
its outside and inside. This is equally true of any other 
work of art. whether it be a painting:, or a poem, or a 
pile of buildings like those at Jackson Park. The painter 
wub a burnt match and the raper his luncheon is wrapped 
in, gives you a man who breathes; the architect with a 
few laths, some plaster, and a swamp gives you at-Chi¬ 
cago what Aladdin saw when he put the high fight on 
bis lamp; and Beethoven with four notes gives us the 
fifth symphony. „ . 
What then is inspiration? It is the capacity to con¬ 
ceive the artistic idea, and to breathe in the spirit ot the 
problem, and having breathed it in, to become absorbed 
in it, and to keep the fires going, even though, like Gyrus 
Blenkarn, the furniture goes to feed them. With it 
even the lazy genius will toil over lhe weary pages, con¬ 
tent if at the end he can feel that he has put into his 
work the best that was in him; and even though he 
knows that his chances of hearing his work are slim, 
and of getting it published are still slimmer, and of get¬ 
ting any money for it if published are so slim that a 
billiard cue would be fat by comparison, he still grinds 
away, soaring with his fiddles and exulting with his 
trumpets, and perhaps mildly cursing the second violin 
paits a little; but still it is almost with regret that he 
makes his final -T' and writes “fine.” 
Not much like the picture this, but who knows? Per¬ 
haps the angels are “in it” after all!—G. . Chadwick, 
in Musical Herald. 
COMPOSERS AND THEIR INSPIRATION. 
How have the composers managed (and there have 
. them) who could not play the pianoforte, 
been many ot J for ;t j8 a notorious fact 
or could only exception of those who are 
that composers, indifferently, and sometimes 
^8trw' t.'le sympatby wirh ,he instrument How is 
have but lit y™P j Schubert and Mendelssohn, in 
It' norl lives could produce, one after the other, gSt works which no amount of “ inspiration,” in the 
popular sense, could accoun^ °ormething t0 w ite . ^me¬ 
in the first plac y write They did have ideas, 
thing 7.a,g,’enjor^us glimpses of the eternal truth 
0nf’be1.,tv were given to them, as the sunlight is given 
the^r ^nspiraticm came from the work they did on their 
ideas. Ttppthoven in the “ Eroica” sym- 
t,H°vWafter he-bas gofat his development, getting hotter 
phS n !tr hammering away at his motive with never a 
and h” frAhare ™hes his climax 1 And what a climax ! 
a' JLw Brahms in his F major symphony, with his big 
S simple/bythms, gets sweeter and more sweet from 
the association! accident; it is not the result 
No. Music ,13°°*annat^l emotional state. It is an 
organic^growth like the flowers, or the trees, or the 
MEMORIZING MUSIO. 
The process of memorizing music would seem to 
respond to the same general rules as all memorizing. 
No doubt some minds absorb the full contents ot a com¬ 
position quicker than others. Many piano students will 
have committed a composition to memory in the process 
of technical study of it, and even before their fingers do 
their full duty the mind will require no notes. Ibis is 
especially true of less rapid readers, for such depend 
upon their ears more than their eyes; while expert and 
rapid readers are apt to be slow at memorizing, for they 
depend exclusively upon the eye. 
If I were to lay out a brief plan for one who wishes to 
cultivate the faculty and habit of playing or singing with¬ 
out notes, I should suggest the following few rules. 
Study carefully the nature of the composition, its moods, 
its variety of key and rhythm ; finfl out the meaning of 
it thus becoming thoroughly imbued with its spirit. 
This is, of course, after the technical elements have been 
fairly conquered. By this time the work will have shown 
itself as composed of sections which will surely become 
fixed in your mind, so that you will at once know them 
as belonging to certain parts of the entire composition. 
For instance, you would never think of playing some of 
the middle phrases as the beginnirg, for your mind will 
at once recognize these broad divisions, vt hen you 
have arrived so far as to remember how the piece begins 
and the strong points of difference between its several 
parts, you may close your copy and try your memory. 
There is no way to memorize but to memorize. 
Theory alone will never do it; yet I think that if you 
attempt to do the composition as a whole at once you 
will fail. Therefore, try to do a little at a time, till the 
faculty gradually develops and the mind will readily 
grasp the relationship of the various parts and retain 
them, the changing phrases following one another as a 
logical sequence. An insight into harmonic progression 
and musical form will quicken the intellectual apprecia¬ 
tion of the composer’s intent. To a player or singer who 
has but little power cf musical analysis I would suggest 
the heroic process of constantly practicing as much as 
possible of the composition without notes, thus compel¬ 
ling the memory to act, the page to be opened only to 
correct mistakes.—Musical Opinion. 
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PIANO PRACTICE AS A PAOTOR IN 
CHARACTER BUILDING. 
BY EDWARD BAXTER PERRY. 
IV. 
It develops taste, imagination, and emotion. With all 
the modern complex high-pressure methods and machin¬ 
ery which the scientific pedagogue of our day is bringingto 
bear to stretch memory to its widest possible span and 
grind intellect to its keenest possible edge, little or 
nothing is being done in this country to educate the 
aesthetic nature. That equally important and far more 
attractive side of being, upon which depend all the 
higher graces and pleasures of civilized lie in its best 
sense, refined taste, an active imagination, a sensitive 
and profound emotional susceptibility, invariably ac¬ 
companied and evinced, as they must be, by a true appre¬ 
ciation of the arts, and the pure, impersonal, elevated 
pleasures which they afford, are at once the best criterion 
and the choicest possession of the genuinely cultured. 
Yet this whole department of education has been, and 
with few isolated exceptions still is, culpably neglected 
by all our American institutions of learning, from the 
primary school to the proudest university. The very 
word ‘‘[esthetics” is not to be found in the curriculum of 
most of our colleges, or in the vocabulary of their pro¬ 
fessors, and so long as this remains the case we may have 
a learned, but we can never have a cultured nation. We 
are crammed with dry facts from the primer to the 
college diploma, but of thoughts we are taught very 
little, and of feelings nothing. What wonder that we are, 
as a race, hard, prosaic, superficial ; rising seldom 
above the mere sordid, selfish considerations of food, 
clothing, and shelter. Yet the very beasts appreciate 
bodily comfort, and the merest savage can glory in 
gorgeous apparel. The highest pride and privilege of 
civilized man should be to lift himself, for his chief in¬ 
terests and pleasures, to the loftier, spiritual altitude of 
abstract thoughts and impersonal emotions. At present 
a meagre study of English literature, and that from a 
historical rather than from an analytical standpoint, and 
a more or less thorough course of music comprise about 
all the systematic effort in this direction which is being 
generally made ; but these, inadequate as they now seem, 
are nevertheless channels through which a turning tide 
may later pour a refreshing, regenerating flood over our 
land. All honor to those who are faithfully striving to 
widen and deepen them. The natural temperament of 
our people is well fitted to furnish a fruitful soil for the 
fair flowers of ideality. If they can be once properly 
planted and cultivated and if this desert of common¬ 
place can be sufficiently irrigated from the fountains of 
enthusiasm, mingled, alas I with the tears, if not the 
blood, of the pioneer enthusiast, music, though not the 
only means of promoting the desired end, is one of the 
most efficient, universal, and easily accessible. Every 
musical composition worthy of the name is a study, not 
only in mechanical manipulation and dexterity and in a 
mental translation of visible symbols into audible effects, 
but at the same time in the judicious application of 
taste, imagination, and emotion. Every such composi¬ 
tion contains beauties of form, of architectural construc¬ 
tion, of rhythm, shading, and contrast, which it requires, 
a discriminating taste to discover and render apparent. 
Each embodies a mood or series of moods, which must 
be appreciated, sympathized with, and shared, to be ex¬ 
pressed ; and many, especially descriptive works, depend 
for their effect upon the direct parallelisms of nature, 
which demand a lively imagination to recognize in order 
to reproduce them. Thus healthful and pleasurable ex¬ 
ercise is given to every department of the aesthetic nature, 
resulting necessarily in steady, rapid growth. No con¬ 
scientious teacher who has watched the development in 
this direction of even the most seemingly unpromising 
pupil, when properly guided, will question the force and 
truth of this statement. Moreover, such education, like 
every other form of self-culture, is not confined to the in¬ 
dividual student, but radiates to all about him, diffusing 
a real though sometimes imperceptible benign influ¬ 
ence. It is an inspiring thought, but one based on solid 
fact, that every school girl who learns to render intelli¬ 
gently and musically even the simplest good composition, 
every time she plays it for friends is helping to improve 
their taste as well as her own, is not only promoting her 
own development, but is actually contributing just so 
much to the [esthetic culture of a nation, and where can 
effect be better placed or more imperatively needed ? It 
is infinitely more noble and worthy “to be” than simply 
“to have” or “to do.” When shall we Americans 
cease ringing eternal charges on the verb “ to get,” and 
bestow a little attention and little time and energy on 
the proper conjugation of the verb “ to become ?” 
THE ELEMENTS OF A SUCCESSFUL TEACHER. 
BY T. L. RICKABY. 
It is a fact which must be admitted by all, that there 
are many men and women engaged in the profession of 
music, whose work is a partial or complete failure. The 
harm done by such teachers is very great, first to worthy 
members who are really capable of doing good work, and 
second to art itself. Those who fail in part or wholly 
also fail to see that the fault lies with themselves and not 
with others. The conditions of success (and failure) are 
largely from within. I say “largely,” because there are 
adverse circumstances over which we have no control, 
which affect us considerably, although if in his make-up 
a teacher possesses the elements of success (amoDg 
which, I will mention slightly in advance, will be found 
resolute will, courage, and perseverance), he will 
triumph over all obstacles, be they what they may. 
In the first place, he must feel within himself the desire 
to disseminate the knowledge he possesses—a desire born 
of an inherent love of music coupled with a settled con¬ 
sciousness of its high mission, its power and sacredness. 
In other words, he must be “called” to preach the 
“ gospel of sweet sounds.” Because a person knows a 
little music—can play or sing a little—is no reason why 
he should teach ; but (with some talent to begin with, 
developed by practice and study) if he finds a great de¬ 
light—his greatest delight—in the art, a solace and joy 
such as nothing else gives, that is call enough. Emerson 
says: “ The talent is the call,” and there can be no call 
without talent—talent for music, and talent for impart¬ 
ing musical knowledge. Some teach as a pastime, and 
some for spending money, and so on. Are you teaching 
for either of these objects ? Then get a change of heart, 
or forever give up the claim to a discipleship to which 
you are unworthy. 
Another essential element required is that the teacher 
must be a musician in every sense of the word—nothing 
less, nothing more, in other words, a man of one work— 
and in a certain sense, of one idea. All his thoughts, 
words, and works must be concentrated to one object, 
not merely giving piano lessons, but music teaching in 
its largest sense. He cannot be an insurance agent, 
clerk, trader, or farmer, and at the same time expect to 
do any thing worthy of notice as a teacher. To many liv¬ 
ing in large cities and strictly musical centres this last 
statement may seem unnecessary, but it is only too true 
that in many remote districts many try to fill two or three 
vocations at the same time. My fellow music-teacher, 
how many irons have you in the fire? You must devote 
your whole soul to music (who is a jealous mistress) or 
leave it to those who will. 
Further, to be successful a teacher must possess good 
judgment, or to put it plainer, common sense. Francis 
Wayland once addressed a class of youDg students thus: 
“Young men, if you lack intelligence, you can secure it; 
if you lack piety, you can get that; but if you lack com¬ 
mon sense, God pity you! ” To know just what to do 
at the right time is a faculty that a music teacher needs 
if anybody does. So many pupils, all different in dispo¬ 
sition and needs; some with aspirations, though more 
without; some smart and intelligent, others dull and 
stupid ; a few industrious, many indolent; and to make 
the complication greater all the talent is often on the 
side of the indolent; yet the same object is to be attained 
in each case, or at least the attempt must be made to 
attain it in each case with equal fidelity. It is obvious 
that a different method must be adopted in accordance 
with their several necessities, and this being so. I can 
conceive of no work where a greater need of good, sound 
judgment exists. This faculty can only come from ex¬ 
perience, and no one ever profits by experience who 
goes through life with his eyes shut; therefore a teacher 
should, from the very beginning of hislife-work, carefully 
observe the results of the work of himself and others, 
and this itself will be quite a factor in developing a good 
judgment. 
A fourth essential is a deep consciousness of the dig¬ 
nity of music and its profession. A great English 
organist, Dr. S. S. Wesley, complained that from being 
the friend of princes, a composer had become a “musi¬ 
cian among tradesmen, and a tradesman among musi¬ 
cians,” or words to that effect. “ High and-mighti- 
ness,”—a “ I-am-holier-than-thou ” feeling and air is 
not dignity but foolishness, and usually gets the scorn 
it deserves. There is much more dignity in true hu¬ 
mility, that is, that humility that has no trace of ser¬ 
vility or sycophantism. That the profession of music 
has not yet been universally acknowledged as being on a 
par with other professions, is largely the fault of its 
members themselves. The lives and characters of many 
musicians are not in accordance with musical traditions. 
There is much jealousy, anger, harBh criticism, and often 
unprincipled competition and exclusiveness between 
those whose work is to increase the knowledge of some¬ 
thing which is conducive to peace, love, joy. and friend¬ 
liness. The world is quick to notice this, and if it deigns 
to favor us with an expression at all, merely says, 
“ What fools these mortals be.” Let ns endeavor to do 
away with every thinglhat in any way detracts from the 
dignity of our profession and neglect nothing that can 
in any way uphold it. “ What your heart thinks is great, 
is great,” one writer assures us ; and so if you have not 
yet gotten your heart schooled to the belief that music is 
the grandest thing under heaven, and teaching its prin¬ 
ciples and uses the noblest vocation of all, then try 
something else. 
There are many other points on which I should like to 
touch, but I am already alarmed at the length my article 
has assumed. I do want to say though, in conclusion, 
that a most important element—in fact an indispensable 
element—of success is sincerity and truthfulness. Never 
pretend to be what you are not, however great the 
temptation to do so may be, or however small the 
chances of exposure may be. In a recent Etcde we 
read: “Nothing really succeeds but what is based on 
reality ; sham in a large sense is never successful 
and, if I may quote Emerson again, “Pretension 
never wrote an Iliad, nor drove back Xerxes, nor 
christianized the world, nor abolished slavery.” Sin¬ 
cerity may possibly, though not necessarily, occasion a 
slight immediate loss, but in the end it pays one hun¬ 
dred-fold. 
For the sake of emphasis and completeness, as much 
as anything, I will mention the following qualities as 
being absolutely necessary, though they are all included 
or understood in the foregoing, viz., impartiality, untir¬ 
ing industry, constant self-improvement, and, finally, 
unlimited patience. 
TIRING THE PUPIL. 
BY RAFAEL JOSEFFY. 
In teaching the pianoforte, great care should be taken 
never to tire the pupil. Especially does this apply to very 
voung scholars. The lessons of the latter should always 
be made to seem as much like play as possible. I knew 
one excellent lady teacher who bad some very juvenile 
pupils, and who interested them deeply in the most intri¬ 
cate scales by telling them stories about herdifferent fingers 
as they traversed the keyboard. For instance, she would 
say, “ Now the fingers of my right hand and of my left 
are members of rival fire companies, and they are running 
a race to a fire. The forefinger of each hand is t be captain 
of his company, so he will run ahead and lead all the others. 
Look out, now ; off they go !” and away would dash the 
nimble Ungers up and down the keyboard, while the li lie 
pupil, with her interest aroused to the utmost, and no 
longer regarding her piano!' rte instruction as a tiresome 
lesson, jooks ou enthusiastically to see whether the right 
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NEW PUBLICATIONS. 
orrTnFNT AND SINGER. THE REMINISCENCES 
ST0F CHARLES SAN 1 LEY. Macmillan & Co. 
(Students and less experienced musicians look with 
filings somewhat akin to awe upon those who have won 
f rcesgs in professional life, and are prone to think their 
8Ufnne of roses. When, however, we are allowed to 
P„u. glimpse of the pathway they have trod, we see 
fhe same series of struggle, partial success, retrogression 
and persevering effort before we perceive the end crowned 
‘th assured success. 
There is alwavs an encouragement in such glimpses to 
, Vvoung and old, and did the memoirs of eminent 
musicians serve no other purpose than this they would 
beiUs* no:S we must confess, every life which contains 
matter for such a service, and, perhaps, there are some 
biographies written which might just as well remain un- 
UTis not universally true, but it is very generally a fact, 
that the most successful are those who have had the 
“".test obstacles to overcome ; and t he story of such a 
infest with adverse circumstances and the final triumph 
over them is decidedly helpful. The reminiscences of 
Pharles Santlev are of this order. Destined for a com¬ 
mercial life he followed the bent his talent gaveffnm, and 
in spite of discouraging conditions reached the goal of 
true artistic success. .... , , . 
The hook is very interestingly written, in a style at 
once unaffected, unpretentious, yet strong. 
His opinions are free from pedantry, but nevertheless 
he nuts forth ideas worth remembering. 
His early discouragements, and his lack of funds while 
a student, arc spoken of in a manly way. Like many 
another, misdirected zeal upon the part of his father 
aroused a dislike for music study, but when the proper 
chord was struck the vibrations were true and the result 
sure He indulged in the usual youthful aspirations, 
and 'suffered the consequent disallustonment. He says, 
“I had not then learned that talent, unaccompanied by 
the blast of trumpets, hasaweary, toilsome road to trace 
in order to ob'ain, if it ever does obtain, due recogni¬ 
tion * * * And I have learned that fuss and talk 
about art, poetry, painting, architecture, music, is 
mostly cant and hypocrisy.” . , , 
This same course of learning has been the lot ot 
many since, and it is well known to all who have reached 
anv eminence. , . 
His definitions of hypocrisy and cant are worth quot¬ 
ing. “ Cant is the voluntary overcharging or prolonga¬ 
tion of a real sentiment; hypocrisy is the setting up ot 
a pretension to a feeling you never had, and have no wish 
for. Of all cants Ibelieve that most in vogue is the cant 
about art.” We are all too well acquainted with musical 
cant and hypocrisy, cropping out as they do on every 
side, to question these statements. And coming from 
one who has earned the right to speak authoritatively they 
but emphasize facts. His deductions regarding earnest¬ 
ness of purpose—closely allied as it is to sincerity upon 
the part of f. llow-musicians are very much to the point. 
“The greatest disappointment I have met with through 
life has been the lack of earnestness I have experienced 
in the major part of my fellow-workers. I cannot under¬ 
stand a man professing to be an artist being contented to 
remain at the bottom of the ladder, when he knows that, 
in defiance of all obstacles, be must rise if he wishes so 
to do.” Student, young musician, mark the following 
concluding statement of the preceding sentiment, 
will save many failures and much wretchedness it ac ed 
unon. He continues, “ He may not rise to the top, tor 
all men are not endowed with the necessary means ; to 
some are given five talents, to some three, and to some 
only one. and from each a proportionate result is ex¬ 
pected. Discontent with their humble means prevents 
many from striving; vanity and laziness many whose 
brilliant natnral endowments ought, with conscientious 
work, to place them in the front rank.” 
Of the same value to students is the statement ma 
by his master, at Milan, in answer to the impatience o 
his father at his apnarently slow progress. 
His teacher tells him. “ Progress is not mane at the 
rapid rate your father evidently expects ; it must be ma e 
step by step to make it secure. You cannot judge o 
progress from dav to day, or from month to month, 
work steadily, and at the end of six months compare 
what you can do then with what you could do at the 
beginning, then you can estimate the advancement you 
have made. There must, be time to receive tlm instruc¬ 
tion and time to digest the instruction received. 
Surely this is the true way to gauge progress, and 
while often dinned into the students’ ears it is nearly as 
freonently forgotten. „ , 
We would present the following extract for the con¬ 
sideration of thosewhn seem to esteem a great techmqn 
and much power the desideratum of all study, 
would impress unon students the necessity for rennemen .. 
deUrnry, and finish in the execution of all tier'll, 
(italics are ours); attention to these distinguishes the 
artist, from the artisan.” . ... 
Much more there is which could be quoted wt h pvo 1 j 
but the extracts already given show the thoug t u 
character of the book. 
These suggestions are mixed with many anecdotes, 
interestingly told, of many familiar artists so that there 
is no taint of dryness. 
To the vocal student it is especially interesting, but the 
musical student, whatever his specialty, can find much 
mental food in its pages. 
The story of his struggle with poverty during his 
student days at Milan, the opinions he forms and clearly 
states of the various musical matters which come within 
his ken, and the evident sincerity of his purposes are up¬ 
lifting and helfful. 
He shows that human nature is the same everywhere. 
In musical Italy an audience is kind or brutal according 
to its mood. People there try to get much for little, as 
here. What pleases one offends another : two persons 
will hold directly opposing opinions, so that we finally 
conclude that we must do as did Santley; decide lor 
ourselves what is best, and then go ahead. The book is 
well bound, and an excellent print on fine paper. It can 
be procured through the publisher of The Etcde. 
THE GREAT GERMAN COMPOSERS. Biographi¬ 
cal Notices, with some account of their several works, 
especially adapted to young minds. By J. Stieler. 
Acgener & Co., London. 
This is a work written in a style suited to young 
people, and details the leading incidents in the lives of 
the great German composers. 
In addition to the various biographies we possess ot 
the masters of tone, there are a considerable number ot 
works containing short sketches. 
These are valuable, and, if written in a style terse, 
bright, and interesting, fill a place in musical literature. 
A very important mission is that of teaching the 
younger students of music—the children—to know and 
appreciate the character, situation, struggles, and suc¬ 
cesses and failures of those to whom we owe the inspiring 
works of musical art for which we try to educate their 
Such a knowledge serves to encourage these young 
students to greater efforts, and above all widens their 
horizon, and makes something more of them than mere 
piano players or singers. A thing which is very much 
* j i 
n<A great deal of myth is attached to the life stories of 
the old masters, and care is needed to give the truth as 
truth in a manner which will interest the young, and not 
be dry and prosy. . . ,. , 
The work under review presents very interestingly, 
and in a manner to enlist the sympathy, the story ot 
these German masters with their hopes, ambitions, and 
disappointments, as well as their successes. 
Its appearance is attractive, the binding good, the 
print clear, and the illustrations add much to the interest 
of the work. It is a welcome addition to this class of 
musical literature. 
A NOBLE ART. By Fanny Morris Smith. 
If the primary aim of the author of “ A Noble Art 
has been to demonstrate the claims of the piano to be 
reckoned among other art productions and treated from 
(he same standpoint of criticism. Miss Fanny Morris 
Smith has certainly succeeded. From the first rude at 
fempt of primitive man to fashion a musical instrument 
o“he modern triumph of genius in the delicate yet com- 
(.(instruction of a piano, she traces the growth of an 
art and brings to light its familiar story of struggling 
genius and heroic achievement. Looking through her 
eves we see musical instrument making evolved by the 
same creative instinct and love of beauty that has brought 
“tts*. ssto’s Syssxs .~-"f •<«»r~ 
f.rm nf the creative instinct in individuals and nations, 
“J t Ml •COO.M of . 1...1. 
• author gives an analysis of the materials and 
Sms of the piano-maker, and illustrates and explains 
‘UheUrtisUof piano-maekinng might more properly be 
™A rt,e Romance of Piano-making, since it eads us 
Sfhe inner life and brings us in contact with the gmd- 
*D T hi ifepi to me ‘of t tie M story6 an d philosophy of the art 
City, and The Etude office. 
STUDIES IN MODERN MUSIC. By W. E.Huow, 
b m a., New York, Macmillan & Co. Price $2.25. 
This book is one of the mostthoughtful. intelligent, and 
• i -oot'inir of recent books on music, and ought to be in 
,r*^e. ' oniv of every musician, but of every lover 
the hands not ont y^ < J admirable essay on “ Music 
SS lucid in style, full of mature 
and Musical > v calculated to inspire, stimulate, thought and admirably calcuia^ ^ divided 
“nto four chapters. Chapter I discusses The Condittons 
of the Problem. Chapters II and III lay down The 
Principles of Judgment. These principles, according to 
Mr. Hadow, are tour: 1. The Principle of Vitality; 
2 The Principle of Labor : 3. The Principle of Propor¬ 
tion ; 4. The Principle of Fitness. Ihe first is defined 
as follows: “ The Composer, in one word, must be tbe 
parent of his ideas, not their fabricator.” He demands 
that the composer shall be a creator, not an imitator. 
“Music,” says he, "to be worthy of senous regard, 
must stand as the outcome of its composer s character, 
and primarily of his original imaginative power. It 
* * * the work be really part of a man s self it will 
reproduce his features, it will speak with his voice. 
And then he quotes approvingly from Ruskin : Origin- 
alitv is not newness, it is genuineness. . 
Under the second head he insists on the necessity ot 
careful and thorough workmanship. Under the third, 
he considers tbe question of musical form ; and under 
the fourth, the adaptation of the composer s material 
and means to the end sought, particularly the adaptation 
of music to words. In Chapter IV, he; discusses the 
reasons why so many, both of professional critics and of 
laymen, havebutan imperfect sympathy with many kinds 
of music, and even with the best music ; and he brave y 
and effectively champions ihe right of private judgment 
among laymen as against the narrowminded professional 
critics who have so often proved incompetent guides, by 
reason of their incapacity to estimate what is new in idea 
or style. His arraignment of the mistaken judgments ot 
critics and musicians is exceedingly telling, citing, as he 
does, numerous examples of them from the history ot 
music. He rightly holds that any normally constitu ed 
man who, with an open mind, will honestly take tbe 
trouble to perceive what there really is in a given com¬ 
poser's work, may become musically intelligent. Ihe 
whole essay is full of meat. 
The remainder of the book is taken up with three ex¬ 
tended essays on Hector Berlioz, Robert Schumann, and 
Richard Wagner. All of them are keen, lucid, discrim¬ 
inating, catholic in spirit, written in a most admirable 
style, interesting and stimulating. No better book than 
this can be put into the hands of young people interested 
in music. The book can be ordered through the pub¬ 
lisher of The Etcde. 
ANOTHER SOLUTION OF THE “TWO AGAINST 
THREE” PUZZLE. 
BY MISS S. A. PALMER, A. C. M. 
The gravity with which this subject is discussed in the 
columns of The Etcde, and the difficulties which seem to 
environ it, in the minds of many teachers and players, 
lead me to offer my own plan of presenting it to pupils, 
hoping it may be to others as simple a way of untying 
the Gordian knot as it has proved to me. 
As its most common form is a triplet accompaniment 
to a melody in pairs, we will use this example : 
X- 
s 
1. Take the left hand alone, playing the triplets very 
slowly, counting, if you choose, one to each eighth, to 
make sure that the notes are of exactly equal length. 
2. Substitute two sixteenths (both E s) for the middle 
eighth of each triplet, still counting with uncompromis¬ 
ing steadiness. Repeat until the pupil sees and feels 
that the triplet movement has not been sacrificed. 
3. .While the left hand is still playing the second form 
add the treble, putting the second eighth of each pair 
with the second sixteenth of each triplet. Repeat this 
combination until the pupil can strike the notes together 
with unerring certainty. 
4. Omit the second sixteenth, leaving tbe bass to come 
alone, and the problem is solved with mathematical 
exactness. 
Pupils, even the youngest, soon catch this movement 
S C N and that, it seems to me, makes the whole 
0 00 d 
matter clear. 
My first caution is, do not allow the pupil to approach 
the subject except through these four steps, for he is 
sure to fall into Borne other rhythmic movement which 
will satisfy the ear, and the integrity of one hand or 
the other be destroyed without his knowing it. And, 
again, do not intimate to the pupil that any one ever 
thought the thiog difficult. He will then anticipate no 
“lions in the way,” and will see none as he advances. 
4,2 THE ETIJHE 
PUBLISHER’S NOTES. 
We have just published a monograph entitled “ Habit 
in Pianoforte Playing,” by Carl Hoffmann,to which we ask 
the particular attention of the readers ofTns Etude. This 
little work deals in a somewhat novel and independent 
way with the kinds of motion which it conceives to be 
essential to a logical system of technic, and the manner 
in which these are to be brought under control of the 
mind, and afterward developed into habits of movement. 
Special features in the treatment of technic are: (1) 
continuity of movement with respect to successive fingers 
in legato as distinguished from the usually applied 
simultaneous motion ; (2) application of positive motion 
to the metacarpal joint, the elbow joint, and the 
shoulder joint chiefly ; the wrist being used wholly, and 
the fingers largely, in cooperation with the positive mo¬ 
tion of the forearm—that is, negatively, in the sense of 
not originating the movement ; (3) production of the 
various forms of staccato by a uniform series of motions, 
varying these only in their time relations and not in their 
character ; (4) exact adjustment of time relations 
between hand and foot in the use of the pedal in sustain¬ 
ing tone. Other minor important features enter into 
the work, examination and study of which we com¬ 
mend to students and teachers of piano playing. 
***** 
From time to time we receive letters asking for infor¬ 
mation regarding various matters connected with our 
business; among them the following are some of the most 
important inquiries we are called upon to answer: “ Can 
the music published in The Etude be procured in sheet 
form ? ” “ Do you publish any music beside what 
appears in The Etude each month ? ” “ Can you 
furnish music and music books not published by you? ” 
“ Do you ever procure music from Europe, if desired?” 
For the benefit of those who ask, and others who are 
interested, we will, in as concise a manner as possible, 
try and give an idea of our business. 
At present our business occupies an entire building 
70 feet deep and 22 feet wide, and four stories in height, 
filled from cellar to roof with sheet music and music 
books consisting of publications of all the prominent 
publishers in the world ; we have the largest stock of 
imported music in Philadelphia, and we can furnish any 
publication either in sheet or book-form, that is procur¬ 
able; we have direct correspondence with many 
European publishers, and send orders for goods abroad 
almost daily. There are from seven to eight experienced 
clerks busy continually in filling orders, and beside these 
there are fifteen other people engaged in various duties 
connected with the business in different parts of the 
building. 
We receive from 250 to 300 letters and postal cards 
daily. 
Our shipping department forwards each day on an 
average from 150 to 200 mail packages, and from twenty 
to thirty-five by express. 
The music published in The Etude is only about one- 
third of what we issue each month, so that those who see 
what is published in The Etude miss a great many fine 
compositions. This can be overcome by sending for our 
“ Novelty Blank,” which will be sent on application, 
and is simply a blank form which is returned to us prop¬ 
erly filled out; this will assure you having sent to you 
each month for examination all of our latest issues, 
which you are not obliged to keep, but can return if not 
useful. 
All applications for catalogues and terms are promptly 
attended to, and we take pleasure in furnishing any in¬ 
formation desired on any matter relating to music. 
We trust that these few lines will give our readers a 
fair idea of what we are doing; in a word, we are a fully 
equipped music house, ready and able to serve all who are 
interested in music. 
* * 
* * * 
The “ Adjustable Piano Chair,” advertised in another 
part of the journal, is, perhaps, the only perfect piano 
chair made. The editor of The Etude has been using 
one for some time, and can heartily recommend it. 
Circulars giving full description of them will be sent from 
The Etude office. 
We have just received a new catalogue, for 1893, of 
music folios and rolls, containing cuts of many different 
styles; it will be sent to any of our customers on ap¬ 
plication. , 
Our stock of musical literature works is one ot the 
largest in the trade. We make it a point to secure every¬ 
thing that comes out in this line as fast as published ; any 
of our readers who cannot procure books of this kind 
from their dealer would do well to send direct to us. 
The new and complete catalogue of all our publications 
up to date will be ready before the next issue of this 
paper. We intend sending a copy to each of our 
patrons, but as it is possible that some may, by accident, 
be overlooked, it would be well to drop ub a card re¬ 
questing a copy ; this will insure your receiving it. 
The extraordinary offer on eight new works expired 
February 1st. We will fill no more orders at reduced 
Five out of the eight new works are on the market, 
viz., Landon’s Piano Method, Macdougall’s Melody Play¬ 
ing, Vol. II, Mathews’ Graded Course in Pianoforte 
Playing, Vol. T, Selected Octave Studies, Presser, and 
Wilson G. Smith’s Special Scale Studies. 
The three yet to appear are Musical Dominoes, School 
of 4-Hand Playing, Vol. Ill, and Landon’s Melody 
Studies for Piano or Reed Organ. We will book orders 
for any of these three works at 25 cents each during 
February, if cash accompanies order. We hope to 
deliver all the works during this month. These offers 
are positive bargains. The goods are offered for even 
less than they can be made, in order to introduce them. 
Teachers all over the country are introducing The 
Etude into classes. It pays in many ways. It enhances 
the pupils’ interest in music. It gives the pupils good, 
chaste music to play during the year. It keeps them 
posted on the prominent musical events, and often is the 
means of retaining pupils. The publisher offers liberal 
cash deductions to clubs, or gives handsome premiums. 
Try and see what can be done this month. Teachers 
need have no apprehension that The Etude will 
not keep up its standard. We mean to put our best 
energies in this work. The larger our constituency, 
the greater our encouragement. 
We have just issued a new catalogue of our sheet 
music, which has been arranged according to authors. 
We also have printed a complete descriptive catalogue 
of our music. Both these catalogues are valuable. 
They will be sent on application, postage paid. It must 
be remembered that all our sheet music is of superior 
order. No poor engraving, no bad priming or paper, but 
is first class in every respect. Our terms are liberal. 
Write for information. 
TESTIMONIALS. 
It affords me pleasure to say I heartily endorse the 
highest encomiums you have had as to your editions of 
“Songs Without Words” and “Four Hand Playing.” 
The foot notes and fingering of the former are most 
desirable, the value of which cannot be overestimated. 
The latter work has been long needed, and I can but 
regret that they were not both in my possession long ago. 
Your edition of “ Landon’s Organ Method ” is in all 
respects equal to its claims. The instructions as to pre¬ 
liminaries are so clear that an ambitious student could 
advance considerably without aid if a teacher were not 
obtainable. Mrs. E. L. McGuffin. 
I have found the “Landon Organ Method” greatly 
superior to any other method that I am familiar with, 
and I feel sure that the “ Piano Method ” will meet the 
wants of pupils in those points which have been entirely 
neglected in other works. Mrs. Henry L. St. John. 
After having carefully examined the Mendelssohn 
selected Songs without Words, I can truly say that, it 
is the finest work of the kind I have ever seen. Mr. 
Cady certainly is deserving of great credit for his wise 
selection of the songs. C. A. Ward. 
SPECIAL NOTICES. 
Notices for this column inserted at 3 cents a word for one insertion, 
payable in advance. Copy must be received by the 20th of the 
previous month to insure publication in the next number. 
Perhaps the chief feature of the performances given 
at the State Teachers’ Convention at Reading, last 
month, was the piano playing of Leopold Godowsky, 
the famous pianist from St. Petersburg, Russia. This 
artist is one of the few of the great ones who may be 
counted on the fingers of one hand. His reputation in 
Europe is of the highest, and his recitals in the various 
European capitals created genuine and pronounced 
enthusiasm wherever he appeared. 
He is par excellence a lover and interpreter of the 
romantic school, his sensitive nature and refined mind 
naturally leading him to adopt those eternal productions 
which breathe the softly delicate and subtle instincts 
actuating and elevating the human soul into the ethereal 
realms where pnre spirits soar. His touch releases from 
the indefinable an element which may best be described 
as soulful perfume, and appeals to the inner consciousness 
as fragrantly as does the rose or the violet to the Bense 
of odor. 
Under his lissome fingers there dwells and exhales an 
atmosphere which sometimes appears not to be of this 
earih, but to belong to that remote domain from which 
may come the soft voice of music as carolled by the 
choir of Heaven. The listener, lost to outer material 
sense, as is the player, is carried into other worlds, 
and hears the soft whirr of white wings through the 
ether. 
As the entrancing sounds cease a sudden sigh finds 
expression, and with it the creator and worshipper find 
material surroundings encompassing them—for they 
have returned from the esoteric regions to worldly com¬ 
panionship again. 
Mr. Godowsky’s manner at the piano is admirable. 
He is absolutely without affectation, and as he approaches 
the instrument clearly regards it as his companion that 
is become one with him in his interpretations. He 
excels in Schumann, Chopin, and Beethoven, the mar¬ 
velous contrasts between these masters offering no 
obstacle to him in analyzing and re-creating their 
thoughts. 
The broad and powerful harmonies of Beethoven 
grandly rise in contrast with the subtility and exotic 
imagery of Chopin. Schumann is rendered with a 
delicate sense of appreciation, infinite pathos breathing 
through the lovely melodies and harmonics. Mr. 
Godowsky’s touch is perfection perfected. The com¬ 
plexities of Liszt are to him as Bimple as scale0, and his 
perfect ease on the keyboard is one of his most marvel¬ 
ous attractions. He is a true tone-painter, and excels 
in soft and gentle colorings, at times flashed through as 
if the anger of the Infinite, or the wail of a lost hope. 
He possesses the true faculty of placing himself en 
rapport with his audiences, and a sort of friendly, if 
un°poken, feeling manifests itself instantly. 
During his recitals Mr. Godowsky used a concert 
grand piano from the New York factory of Gildemeester 
& Kroeger. It was a marvelous instrument, and materi¬ 
ally assisted the artist, unfailingly responding to his 
varying moods. Its tone was stronger than any we have 
ever heard, yet was in no sense sacrificed to purity or 
quality. Under Mr. Godowsky's magic touch it filled 
the theatre with melody. Such an instrument as this 
must be regarded as a chef d'ceuvre, and its makers 
should be highly congratulated upon their great achieve¬ 
ment. The instrument was afterward examined by a 
number of visiting musicians, who pronounced upon its 
remarkable character. We may safely say that no such 
instrument has before come under our hands. 
LADY with experience, desires position as teacher of 
Piano or Voice culture, where there is a good open¬ 
ing for teacher; or as accompanist to vocal teacher. 
Conservatory Graduate. Address “Music Teacher,” 
Etude Office. 
THE “ CROWN ” PIANO. 
A thing of beauty and of worth, 
The finest action on the earth. 
Full iron frame and o’er-strung scale, 
Nickeled and polished action hammer rail, 
New repeating action—ivory keys, 
Pouhie veneered case, any wood you please, 
Three string unisons—niatchless’tone. 
Pin block four-ply and hard as a bone; 
Of all the pianos in our fair land 
None equals the “ Crown ” Concert Grand. 
Sounding hoard of quarter-sawed spruce. 
Ne’er known to s lit, warp, or break loose. 
Carved trusses, ornaments panels and moulding, 
Music rack swing, as you place your roll in ; 
Prompt acting pedals—a touch of your feet 
Brings a roll of thunder or angelically sweet. 
We press the keys, our very souls 
Seem filled with melody as from it rolls, 
Such heavenly tones as only are found 
In Bent’s piano, the superb “ Crown,” 
THE ETUDE. 43 . 
A YEAR since, when the GILDEMEESTER & 
KROEGER firm was incorporated, opinions 
were freely expressed that no room existed for another 
piano of the first class* The experience of this young 
firm has disproved all the wiseacres’ assertions, as an 
actual quadrupling of output clearly demonstrates. 
Not only has the firm of GILDEMEESTER & 
KROEGER achieved satisfactory commercial success, 
but its pianos have been accepted as expositions of the 
very highest order of scientific and artistic worth. 
Basing a judgment upon this year’s test, it is declared 
that first place has in a number of instances been 
accorded the GILDEMEESTER & KROEGER Piano. 
The most exhaustive examination and comparison have 
been made with other instruments bearing honored 
names, the verdict being that the CILDEMEESTER 
& KROEGER Pianos have revealed qualities and beau¬ 
ties untouched by the pianos of older and more widely 
known firms. 
This aporeciation is conceded to both Uprights and 
Grands, and now that the tentative year has fixed the 
position of the CILDEMEESTER & KROEGER instru¬ 
ment in the highest niche, its future will broaden and 
strengthen and attest the truth of a recent prediction, 
that it is to become the leading piano of the century. 
Second Ave. and Twenty-first St., 
NEW YORK, N. Y. 
4=4 
THE ETUDE. 
i 
OF 
Pianoforte Compositions. 
TRICE $100 EACH. 
A glance at the table o£ contents of these two Albums 
will show iheir superiority over most collections of piano 
music. They are full sheet-music size, well printed on 
good paper, durably bound, and attractively gotten up 
The music is such as you hear at concerts and musicales 
Contents—Concert Album, Vol. I. Classic. 
Chopin, Op. 9, No. 2, Nocturne. 
Tschaikowsky, i’., The Skylark. 
Moszkowhkt, M., Op. 15, No. I, Serenade. 
Hummel,.!. N.,0p.B2, Rondo in C. 
Miteheson, Mary F., Petite Berceuse. 
Kaeanagh, I , Op. 2, Polonaise Antique. 
Von VViliu, N., Op. H. No. 2, Canzonetta. 
Houseley. Henry. Dance Antique, Bye-Gone Days. 
Ben,lei, Fr , Op. 92, Nocturne. 
De Kotttaki, A., 0|>. 270, Menuet, Louis XV. 
Chopin, F,Op. 40, No. 1, Polonaise. 
Schumann, It.. Op. 2tt, Nocturne in F. 
Kuliinstein, Anton, tip. 8, No. 1, Melody in F. 
Heller, St.,Op 45, No. 20. Village Fete. 
Schumann, K., Op. ril.Sluml.er Sung. 
Pelloux, Ch , Op. 14, Marche Uongroise. 
Bacli.J S„ Loure in G. 
Kuliinstein, A., Marche ala Torque. 
Beethoven, Op. 14, No. 2, Andante Celebre. 
Moszkoaskl, M., op. '28. No. 2, Germany. 
Chopin, F„ Op. 28, No. 15, Prelude. 
Mendelssohn, Op. 02, No 6, Spring Song. 
Schultert, F., Op. 78, Menuelio in B Minor. 
Btlliinatein, A., Op. to, Kammenuoi-Ostrow. 
Scbumauu, R., Op. 12, No 2, Soaring. 
Contents—Concert Album, Vol. II. Popular. 
Doppler, J. H„ Op. 131 I Think of Thee. 
Moelling, Theo.. Kltin Dance. 
Nowoczek, P., On the Hills. 
Muller, VV. A., Op 112, No. 2, Polonaise. 
Foe rater, Ad., Op. 63, Peace of Evening. 
Goerdeler, K., Angels' Voices. 
Gciiiel, A., Bohemian Melody. 
Bieltl, A., Op. Ill, Chiming Bells. 
Meyer, I.., Alice, Valae de Salon. 
Dorn, K., Break of Morn. 
Macfarien, W., Golden Slumbers. 
Goerdeler, R, Italian Peasanls’ Dance. 
Waddinglon, E .Op. 19, No. 2, I n the Grove. 
Jlofer, 'V. L, Op. 12, Tarantella Burlesque. 
l.e llaclie, W. The Sailor Boy’s Dream. 
Goldlieck, li.. Op. 12, L’Ainaznne Mazurka. 
Gold tier, W„ Op. 86, Air, Moldave Mazurka. 
Ghiiz, VV.Op. 11, words of Love. 
De Kontski, A., Op. 369, Persian March. 
Wieniawski, II., Kuyawiak, Polish Dance. 
SICENER 
Hand and Arm Guide, 
FOR , 
PIANOS AND ORGANS. 
ENDORSED BY ARTISTS AND TEACHERS, 
MANUFACTURED BY 
SICKNER HAND AND ARM GUIDE CO. 
For Sale by 
THEO. PRESSER, 
1704 CHESTNUT STREET, PHILADELPHIA. 
Illustrated Circular Mailed Free. 
THE BOSTON PIANOFORTE MUTT, 
WHY annoy the members of your household with Pianoforte 
WHY wear the hammers of your Piano with scale and other ele- 
meniary or technical practice until it sounds like a “ tin pan” long 
before you have the instrument under sufficient control to play sat¬ 
isfactorily? , ... , 
WIIY allow the “ whole neighborhood ” to hear and criticise the 
character of your daily technical practice, until they are “ sick and 
tiled” of being forced to hear its monotonous din—when all can be 
avoided by attaching the BOSTON MUTE to your Pianoforte? 
This Mute is so constructed that any one can attach it to the Up¬ 
right Piano in a few moments of time. Its attachment requires no 
cutting or marring of the case. It in no way interferes with the 
touch or working of ike action, and reduces the volume of tone to 
any desired degree. It is without question the cheapest, most 
eflective, and most durable Piano Mute ever devised. 
Price, metal parts nickeled, . $B.OO. 
“ plain* • 5.00. 
Send for Illustrated Circular. 
BOSTON SOFT STOP CO., 
42 WARREN STREET, BOSTON, MASS. 
PRACTICAL AND PLEASING. 
The Art of Pianoforte Playing 
By HUGH A. CLARKE, Mus. Doc. 
Price $1.50, Postpaid. 
The design of the work is to furnish a thoroughly 
artistic school for beginners, embodying all the latest 
results of the best criticism. The exercises have been 
constructed with great care, and are graded in such a 
way that the difficulties that beset beginners are almost 
insensibly overcome. Not a page has been admitted for 
the purpose of making a book ; no other work has been 
borrowed from; but every piece in the work is the 
result of careful study of the requirements of a complete 
elementary school for the pianoforte. 
Addresa Publisher, 
THEODORE PRESSER, PHILADELPHIA. 
TO ORGANISTS + 
AND 
+ OR GAN STUDENTS. 
We beg to call your attention to 
THE ORGANIST'S MONTHLY JOURNAL, 
which is published by subscription. Each volume 
consists of twelve numbers, and each number con¬ 
tains three pieces. Each part will have a supple¬ 
ment in the form of an Anthem or Hymn. 
The music is selected from the most practical 
and latest compositions of the best English, French, 
German, Italian, and American writers. 
Seeing is believing. Give the “Journal” a 
trial, and you will never want to be without it. 
Subscription $3.00 per annum. Single num¬ 
bers 30 cents. 
PUBLISHED BY 
The International Music Go., new york. 
FOR SALE BY THEO. PRESSER, 
1704 Chestnut Street, Philadelphia, Pa. 
CLUBBING RATES WITH “THE ETUDE.” 
We will send any of the following periodicals and 
Tub Etdde for the price named in the second column. 
Pub. With 
Price. Etude. 
Century Magazine.$4 00 $5.00 
St. Nicholas. 3.00 4.00 
Vick’s Illustrated Monthly. 1.25 2.30 
Independent (N. Y.). 3.00 4.00 
Peterson’s Magazine. 2 00 3.00 
Frank Leslie’s Popular Monthly. 3.00 4.00 
“ Pleasant Hours. 1.75 3.00 
Harper’s Magazine. 4.00 4.60 
“ Weekly. 4.00 4.75 
“ Bazaar. 4.00 4.75 
“ Young People. 2.00 3.00 
Youth’s Companion (new subscribers only) 1.75 2.75 
Domestic Monthly. 1.60 2.60 
Lippincott’s Magazine. 3.00 3.50 
Music. 3.00 3.50 
Atlantic Monthly (new subscribers only)... 4 00 4.75 
New York Observer (new subscribers only) 3.25 3.75 
Home Journal (New York). 2.00 3.00 
Scientific American. 2.50 3.60 
Scribner’s Magazine.  3.00 4.00 
Demorest’s Magazine. 2.C0 3.00 
Voice Magazine (Werner's). 2.00 3.00 
Wide Awake. 2.40 3.00 
Leisure Hours. 1.00 2.25 
Cosmopolitan. 3.00 3.60 
CLASSIC PIANO SOLOS, VOL. I. 
A Superb Collection by EMINENT AUTHORS. 
A collection of piano solos ttnequaled for merit and variety To 
lovers of music, the names of Liszt, Rubinstein, Beethoven, Fade- 
rewski, Bach, Chopin, Massenet, Hiller, Grieg, Gade Gregh, fbchar- 
wenka Jensen, and Mascagni convey all that need be salu as to the 
character of the music. Russia, Boland, Germany, France, England 
Belgium, arid Italy cuntribute the choicest thoughts of their greatest 
writers The compositions are within the power of the ordinarily 
good player, and whether used for recreation or instruction, will be 
round most interesting. A glance at the book will satisfy the most 
fastidious that ( lassie Piano Solos is entitled to a prominent place 
on the piano and in the music cabinet. 
cosmis. 
Album Leaf, Op. 12, No. 7...C„n'e? 
Ancient Dance, from Third Suite for 'Cello......Bach 
Aragouaise, from Ballet “Cid”..Massenet 
Boheme Polka, Op. 82. No. .Rubmstem 
nSunffl    Durand 
Chwison Trhde Op. 40,’ No 2.Tschaikonsky 
(■haul Sans Paroles (Song Without Words), Op. 2, No.i.Tschuikaicskv 
Confession (Simple Aveu), Op. 2o.■ ■Thmt 
Dance (Tanzueise), Op. 28, No. .IMmmi 
Fur Elise, Composed in 1808. 
Gavotte, from Second Violin Sonate. 
Gavotte- 
Gavotte. ... 
Good Night, Op. 90, No. 12. 
Huuioreske, Op. 32, No. 5... 
Intermezzo, from Cava leria Rusticana. 
La Regata Veneziana—Nolturuo. 
Les Joyeux Papillons—Caprice, Op 8............... 
Loure—An Ancient Dance, from Third suite for ’Ctllo 
Menuet a 1’Antique, Op. 14, No. 1. 
Mignoune Valse, Op. 48  
Mill, Op. 17, No.  
Murmuring Zephyrs.. . 
Papillons Roses—Impromptu, Op. 59, No. 2. 
Polish Dauce, Op. 3, No.  
Rosamund. 
Second Mazurka, Op. 54. 
Shepherd’s Pipe—Pastorale. 
Simple Aveu (A Confession),Op. 25-. 
Slumber Sweetly—Berceuse.• • ••••••• 
Song Without Words (Chant Sans Paroles) Op. 
Sous I .a Feuillee (Under the Leaves), Op. 29 .. 
Sylphik-m  
Tanzweise (Dance), Op. 28, No. 2  
Under the Leaves (Sous la Feuillee), Up. 29.... 
Valse Posthume. 
Whispers (Plauderein), Op. 60. 
.Beethoven 
Bach 
Hiller 
..Silas 
Loeschhom 
Jensen 
Mascagni 
. Liszt 
Gregh 
Bach 
_ ...Paderewski 
'Jhovii 
Jensen 
Niemann 
 Thomt 
Sharpe 
..Scharwenka 
. .Schubert 
Godard 
Gregh 
Thant 
Be> turn out 
No. 2. Tschaikowsky 
...Thome 
 Gade 
...Rehnnnd 
Thome 
Chopin 
Kirch tier 
Paper, Cloth Back, #1.00. Half Cloth, #1.25. 
Classic Piano Solos for Young People, Vol. I. 
Classics for young people are, necessarily, of a different grade 
from those offered tomatund minds, It is often—too often—the 
case that the‘•Classics” presented for the young performer are of 
the dryest character, and the suuient absorbs the idea I hat good 
music must be dull. In preparing this collection the requirement 
of youthful minds has been the principal object in view, and the 
selection of woiksof living and dead writers has been made to 
prove that music of an advanced standard can be ple-ising as well as 
useful in the formation of a correct and pure musical taste. The 
names of Chopin, Beethoven, Gouuod, Schumann, Wagner, Reiu- 
eeke, Scharwenka, Lichner, Bohin, Lange, Loescliliorn, Bachmann, 
Gillet, Gurlitt, and Low area guarantee of the variety of style, as 
well as solidity of character, of the music contained in this col¬ 
lection. We teel assured the work is not equaled by any book of 
corresponding grade. 
CONTENTS. 
Ball (Le Bal) Waltz, Op. 30.„.Ludovic 
Bluette altz.Duvemoy 
Bonne Hiinieur (Good Humor)—Rondo, Op. 274.Buumfelaer 
Bridal Chorus (Lohengriu).Wagner 
Call of the Postliorn (Posthoruki&nge), Op. 575, No. 22.Behr 
Chorale, Op. 77, No. Berens 
CradleSong (Wiegenliedcben), Op. 124, No. 6.Schumann 
Cuckoo Song, Op. 263, No. I'opp 
Diavolina.Lange 
Dorothy—Old English Dance....Smith. 
Echoes of the Ball (Loin du Bal)..GiUet 
Funeral Maich (F. Chopin), Op. 176.Streabbog 
Gavotte, Op. 173, No. 3..Re.inecke 
Gypsy Dance (Zigeunertauz) Lichner 
Good Humor (Bonne llumeur)—Roudo, Op. 274.Baumfelder 
Heliotrope, Op. 26, No. 3.. Brandt 
Ini Zigeunerlager (In the Gipsies’ Camp), Op. 424, No 3.Behr 
In the Gipsies* Cauip (Im Zigeunerlager), Op. 421, No. 3. Behr 
In a H r y..Loeschhom 
Le Bal (The Ball) Waltz, Op. 30...Lmlovic 
Les Pinerari (The Pipers) Gounod 
L’Hiroudelie (The Swallow)...Gobbuertt 
Loin du Bal (Echoes of the Ball).Gdkt 
Cove’s Oracle. B»hm 
Love’s Seret.ale (Minnelierl), Op. 216.  Weida 
Maigluckcheu’s Lauteu (May-bells Kinging), Op. 67 Sidcert 
May-hells Ringing (Maigloekchen’s Lauteu), Op. 67. Sieirert 
Mill Wh el...Low 
Minnelied (Love’s Serenade), Op.216.Weida 
Morgengebet (Morning Prayer), Op. 101, No. .Gurlitt 
Morning Prayer (Morgengebet), Op. 101, No. 2.Gurlitt 
Parade March, Op. 79, No. 6 KOhler 
Pastorale—Romauce Sans Paroles, Op. 34.Cartier 
Pastorella . Gregh 
Pipers (Les Pifferan). Gouuod 
PosthornkHinge (Call of the Posthorn), Op. 575, No. 22...B*hr 
Queen of the May—Reinede Mai, Op. 74.Mortey 
Heine de Mai (Que»>n of the May), Op. .Mortey 
BOsleln am Wege (Wayside Rose), Op. 177.Fischer 
Scherzino,Op. 62, No. 10 Scharwenka 
cherzo. Damm 
Soldiers and Bandits—Character Sketch, Op 68, No. 6_Scharwenka 
Sona»ine—Tres Facile. Bee'hoven 
Song Without Words—Pastorale, Op. 34 Curlier 
Sounds from the Rhine—bavotte, Op. 247.l.atann 
Spinning Song. Ellme.nreich 
Suec6s Mazurka. Bachmann 
Swallow (L’Hirondelle).G-.bbaeits 
Tarantella.Loeschhom 
Valse (K. Chopin. Op. 34) Strenl.wg 
Wayside Rose (Rodeiu am Wege). Op. 177.Fischer 
Wiegenlmdchen (Cradle Song), Op. 124, No. 6.Schumann 
Zigeuuertauz (Gipsy Dauce).Lichner 
Paper, Cloth Bach, #1.00. Half Cloth, #1.25. 
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HABIT IN PIANOFORTE PLAYING, 
BY CARL HOFFMAN. 
(PRICE - - 25 CENTS. 
Presents an analytical study of control of move¬ 
ment and habit forming, as well as a succinct out¬ 
line of mechanical and expressional technic as re¬ 
spects the logical use, singly and combined, of 
fingers, hand, upper and lower arm, shoulder, and 
foot, in playing the piano. 
Address Publisher, 
THEO. PRESSER, 
1704 Chestnut Street, - Philadelphia. 
illlraM exercises, 
BY CARL HOFFMAN. 
PRICE _• - $1.00. 
New and revised edition. Based upon latest 
technical ideas connected with touch, rhythm, ac¬ 
cent dynamic shading, freer independence of mem¬ 
bers associati d in piano playing, among themselves 
and in combination. In the hands of thoughtful 
teachers and students most excellent results will 
follow the use of these Exercises which need only 
to be thoroughly tested to be widely used for teach¬ 
ing purposes. 
Address Publisher, 
THEO. PRESSER, 
1704 Chestnut Street, - Philadelphia. 
NEAT AND SUBSTANTIAL 
iEMUSIC v FOLIOS.4* 
OUR OWN MAKE. 
Price $1.00. $9.00 per dozen, by Express. 
This folio is without spring back or ornamental work. It is a simple 
folio in cloth, with three stringB to tie the open ends. 
Address THEO. PRESSER, Phila., Pa. 
THE ETUDE. 
BOOSEY & CO., 
NEW YORK. LONDON. 
PUBLISHERS OF 
English+Songs+and+Ballads, 
BY 
Hope Temple, Stephen Adams, J. L. Molloy, F. L. 
Moir, Paul Rodney, Milton Wellings, 
Etc., Etc. 
THE BOOSEY EDITION. 
Operas. 
The most popular edition before tlie public. 
Oratorios. 
New editions. The best for choir and festival 
nse. 
Royal Edition of Song Books. 
Containing souks b.v the great masters and 
songs of all countries. 
New Educational Work, 
Solfeggi,-^ 
By TOSTI. In Two Books. 
if IiercisEs for fiiM-SiipE Class, 
By W. W. GILCHRIST. In Three Books. 
There are many excellent works on the theory of sight-singing, hut 
in the matter of reiterative exercise there has always been a great 
lack. Mr. Gilchrist’s work, representing, as it does, the accumulated 
experience of years, most completely meets this want, a large amount 
of practice being given on each point as it comes up, and the whole, 
while avoiding catchy melodies to lead the ear, being characterized 
by a very high type of musicianship. 
BOOK I consists exclusively of Time-Lessons, in one, two, and 
four parts. No intervals greater than the second are used, and the 
pupil is thereby enabled to concentrate attention entirely on the 
/iwie-principles involved. Price 50 cents. 
BOOK II is given entirely to interval exercises, without special 
relation to keys, beginning with the simplest and progressing gradu¬ 
ally to the more complex. Price 50 cents. 
BOOK III is divided into two parts, the first consisting of ten 
i exercises in each major and minor key, witlwui modulo'ion; the sec¬ 
ond of the same number, with modulations. This book, with its 200 
exercises, in one, two, and four parts, is a most valuable one, and 
entirely unique. In fact, the work as a whole stands quite alone in 
its exhaustiveness and systematic arrangement. 
It is, as its name implies, merely a collection of Exercises. The¬ 
oretical instruction is left entirely to the teacher, and the exercises 
ARE ADAPTABLE TO ANY SYSTEM. 
The exercises are so arranged that they can be used by either 
male, female, or mixed-voice classes. 
They give the teacher just what, he wants for any kind of class, 
save him an immense amount of black-board work, and give the 
pupil plenty of practice at home. 
It is, without doubt, the largest and most complete set of sight-singing 
exercises ever published, and must soon become a necessity in every 
well-organized school where music is taught, as well as to every 
teacher. Price, 81.00. 
(Written in this composer’s most melodious style.) 
WRITE FOR CATALOGUE. 
BOOSEY & CO., 
Price, Book I. 
Book  •*£ 
Book III.#1.00 
Complete, 3 Books, $1,50. 
Sample copies sent upon application. 
PUBLISHED BY 
No. 3 EAST FOURTEENTH STREET, THEODORE PRESSER, 
NEW YORK. 1704 CHESTNUT ST., PHILADELPHIA. 
Dr. Wm. Mason 
(EXTRACT FROM A LETTER.) 
and the Virgil Practice Clavier. 
* 
* * 
IHE VIRGIL Foundation Exer¬ 
cises, used in conjunction with 
the Clavier, insure a perfect touch. 
* * 
* 
"1 have always regarded mate keyboard, with disfavor, siaee they neither respond to the attaek nor afford aconrate means of deter¬ 
mining the Jity of the wk Th, "Clavier," however, enabie. one to temporarily banish the stimulating iniuenee of the P,.».f.rte tones 
withoat suspending the means of deh.ing the rhythm and verifying the toueh. While personally regretting that the appear 
. , . , musical career it has, nevertheless, placed me under obligation to its gifted inventor, and 
long enough a^o to have served me throughout my musical > 
r ° ^ Ttprlno- ics 0f an art to which I have devoted so many years of a busy life, and to 
I desire to thank him for so valuable a contribution to the pedagogics ot an art wine 
heartily recommend his invention to the intelligent use of every earnest student and player of the Pianoforte. 
---- 
The Virgil Practice Clavier Co., 
26 West Fifteenth Street, 
NEW YORK. 
For Piano, Typewriter, Sew¬ 
ing machine or Desk. It af¬ 
fords the most delicious com¬ 
fort to weak backs. It is beau¬ 
tiful and artistic in design. 
Adjustable to fit large or small, 
short or tall persons. 
Will send any style on ap¬ 
proval, to be returned at our 
expense if not perfectly satis¬ 
factory. Ask your dealer for 
the 1 ‘ Davis Chair. ’ ’ Send for 
catalogue of full upholstered 
styles, with price lists and dis¬ 
counts. Agents wanted. 
nAViS r.HAiR C(L Marvsville. Ohio. 
TEACHERS’ 
POCKET METRONOME. 
SIMPLE, HIIEIT. NEST, 11 I1EIPE1IIE. 
Price, Hickel-plated, 50 Cents, Net, Postpaid. 
Giving the correct Metronomic Marks after the 
Maelzel Standard, together with the 
True Tempos of all the Dances. 
These instruments have been especially manufactured 
for The Etude, and will be sent as a premium to any one 
sending two subscribers. Address 
THEODORE PRESSER, 
1704 CHESTNUT ST., PHILADELPHIA, PA. 
Second European Musical Course in St. Louis, 
by Dr. Robert Goldbeck, at Goldbeck College, 3033 
Pine Street. The first session, 1832, met wilh unprece¬ 
dented success. Pupils attended from all parts of the 
United States, among them distinguished musicians. 
For the most progress during the time we offer again as 
First Prize $200 in cash. Second and Third Prizes, 
Gold Medals and College Pins. Dr. Goldbeck is uni¬ 
versally recognized as a master equally great as com¬ 
poser, conductor, artist, teacher, and may justly be 
termed the founder of a new era in musical education 
A system of Goldbeck Schools has been organized and 
the parent branch located in St. Louis. Dr. Goldbeck 
intends bringing with him the celebrated violoncellist, 
Hermann Heberlein. March 13-June 10 he will con¬ 
duct as it were a European Conservatory in St. Louis, 
and give the rare opportunity of study with one of the 
greatest living masters at extremely low prices. His 
compositions, so successfully rendered in Berlin, will be 
repealed in St. Louis. For circulars, address 
Musical Art Pdb. Co. 
STUDIES IN PHRASING. 
VOL. II. 
By W. S. B. MATHEWS. 
PRICE $1.50, NET. 
GROVES’ DICTIONARY 
OP 
MUSIC AND MUSICIANS. 
The only Complete Encyclopaedia of Music in 
the English Language. 
Bound in handsome Brown Cloth, Gilt Tops. Put up in boxes and 
sold only in complete sets. This new edition includes the Index. 
Price for 5 Volumes, (including Index,) $18.50. 
Price for Index, .... $2.50. 
Address THEODORE PRESSER, 
1704 CHESTNUT ST., PHILA. 
THE MUSIC LIFE, 
AND 
HOW TO SUCCEED IN IT. 
BY THOMAS TAPPER. 
PRICE . $1.50. 
A collection of a higher grade of Piano Compositions. 
Also containing an extensive treatise on expression, 
which is as practical as it is valuable. The principles 
given in the treatise are exemplified in a series of the 
finest compositions of the greatest composers, including 
selections from Bach, Schubert, Mendelssohn, Schu¬ 
mann. Chopin, and Rubinstein. 
Selected Songs Without Words 
MENDELSSOHN. 
Critically Revised by Calvin B. Cady, 
With Portrait and Biographical Sketch by 
Theodore Presser. 
PRICE 75-CENTS. 
This edition is beautifully printed on good 
paper. It is annotated, and newly phrased and 
fingered. The critical notes will be found es¬ 
pecially practical and valuable. There are 
nineteen of the songs, printed on 56 pages. 
The selections were by the advice and co-opera¬ 
tion of many leading musicians of this country. 
Address the Publisher, 
THEODORE PRESSER, 
1704 Chestnut Street, - Philadelphia, Pa. 
This work is a companion volume to 
“ Chats with Music Students ” by the 
same author. Numerous phases of art 
and art life are talked about in a thor¬ 
oughly practical way. It points out the 
way of success to teachers and students in 
art life. Mr. Tapper’s informal and 
thoroughly pertinent manner of writing 
has a real value in it, that will make this 
companion volume indispensable to every 
musician. 
6,000 SOLD. -— - 
=30= 
SELECTED STUDIES. 
BY STEPHEN HELLER. 
Selected from Opus 45, 46, and 47. 
PRICE 81.50. 
Revised by Albert Ross Parsons, Calvin B. Cady, 
Arlhur Foote, hdward Baxter Perry, John S. Van 
Cleve, Wilson G. Smith, and Charles W. Landon. 
These Etudes are carefully fingered and phrased, 
metronome marks given, use of pedal made clear and 
concise, and each one is described, named, and anno¬ 
tated, the remarks containing valuable hints and sugges¬ 
tions as to touch, style, and methods of study. This is 
the finest edition of these valuable etudes ever published. 
Address Publisher, 
THEODORE PRESSER, 
1704 Chestnut Street, - Philadelphia, Pa. 
Introduction to Studies in Phrasing. 
FIRST LESSONS IN 
Ptasii M Musical Interpretation. 
W. S. B. MATHEWS. 
PRICE ----- $1.60. 
The author has brought together a valuable collection 
of little pieces, musical and poetic in quality, within the 
ability of children’s fingers and within the range of the 
children’s minds. They are taken from the most suc¬ 
cessful collections of this class of tone poems for chil¬ 
dren the world can show. 
The pieces are all closely annotated, fingered, 
etc. There is also, at the beginning of the work, 
a few chapters on the object and manner of 
using the work; Rudiments of Musical Form; 
Phrasing; What it is to Play with Expression; 
Subjective and Objective in playing, etc. 
The work is intended to precede the two vol¬ 
umes of “ Studies in Phrasing,” which are among 
the most popular musical text-books now used 
in the country. As a work of genuine useful¬ 
ness in teaching, the volume cannot be excelled. 
COURSE OF 
PIANO STUDY, 
IN TEN GRADES. 
By W. S. B. MATHEWS. 
Five Grades Now Ready. $1.00 Each Grade. 
W. S. B. Mathews, with the help of other noted mu¬ 
sicians and teachers, has taken the whole field of Etudes, 
and from them selected such as are most useful for 
meeting every necessity in a teacher’s experience. 
Teachers will be delighted with the sterling musical and 
useful technical qualities of these 6tudes. 
There are ten grades, a volume to each grade, each 
containing about thirty pages, and the studies in each 
volume progressively arranged. The selections are 
carefully fingered, phrased, edited, and annotated. Every 
difficulty is prepared by being first introduced in its most 
simple form. 
THE ETUDE. 4 7 
LATEST PUBLICATIONS. 
THEODORE PRESSER, 1704 Chestnut Street, Philadelphia, Pa. 
GRADE I-X. 
Is 
ORDER BY 
NUMBER ONLY. 
1230 Webb, F. R. A Song of June. (Waltz 
Vivace.) Grade IV. 
A graceful ami brilliant waltz. It is an excellent 
teaching piece, as it gives opportunity for developing 
good finger and hand touches. It is carefully fingered. 
1231 Webb, P. R. Op. 57, No. 2, The 
Firefly. (Polka Caprice.) Grade IV. 
Melodious, swingy, and taking. It is also a good 
teaching piece. 
1232 Webb, P. R. Op. 57, No. 3. A Sou¬ 
venir. Grade 111. 
A very good mazurka. The imitative countur- 
theuies in the bass are very effective, as is also the 
abrupt transition from major to minor in the first 
part. 
1233 Webb, F. R. Op. 58, No. 2. (Min¬ 
uet.) Grade 111  
The harmony of this piece is rich and well worked 
out. It is solid in style, and yet of a tuneful, popular 
character. This entire set of pieces is especially useful 
for teaching purposes. The lingering and pedaling 
are carefully and critically marked. 
1234 De Kontski, Chevalier. Op. 370. 
(Minuet Louis XV.) Grade V. 
A good St ltd y in chord and left-hand octave playing. 
It is also useful for developing a crisp staccato '■
quaint in melody and form. 
1235 Houseley, Henry. Flowers of Au¬ 
tumn. (Concert Waltz.) Grade IV. 
A brilliant and swingy waltz. It will please both 
teat her and pupil. 
1236 C. Bohm. Op. 282. Frolic of the 
Butterflies. Grade V  
A graceful moreeau in the well-knowu style of this 
popular writer. Good lor trill and melody playing. 
1237 Moelling, Theodore. Nocturno. Grade 
V  
Morediffi ult than its appearance would indicate. 
The melody is given to the right, while occasionally 
the left hand takesup and develops the theme. It is 
a tiue study in accompanying. The accompaniment 
consists <»f repeated chords, making rather difficult 
work. It is worthy of use. 
1238 Waddington, Edmund. Rippling 
Stream. (Mazurka.) Grade V....... 
Like the other numbers of this set of pieces.it is 
brilliant and tuneful, and will be popular. 
1239 Schmid, Johann C. Bravado, Der 
1240 Kurassier, On Parade (rather more 
12)1 difficult), Der Ulane. (Four Mili- 
1242 tary Marches.) Grade III. 
Bright, tuneful marches for young students. Useful 
for octave work. 
1243 Mathews,W.S.B. Standard Course 
to of Studies in Ten Grades, Books 
1251 I to X. Grade I. 
Melodious etudes selected from the best composers, 
carefully edited, fingered, phrased,and annotated, and 
supplemented with complete directions for the appli¬ 
cation of Mason’s System of Technics. Taste as well 
as technic and sight reading will be cultivated by the 
study of these interesting etudes. These fine Guides 
are equal musically to the best pieces of standard 
composers, and will interest the pupil and therefore 
rapidly advance him, yet they do not sacrifice techni¬ 
cal value for pleasing melody, but give a happy com¬ 
bination of the two features. 
1252 Moelling, Theodore. Souvenir 
D’ltalie. Grade 11.. 
A tarantella, which, when worked up to the required 
tempo, will help to give flexibility and streugth to the 
fingers. Requires a light arm. 
1253 Moelling1, Theo. Onward. Grade II... 
A very useful teaching piece. It unites scales-pas¬ 
sages with chord playing, and will greatly aid todeveiop 
a good touch. 
1254 Moelling, Theo. Mignon. (Petit 
Rondo.) Grade II.;. 
Another of the same set. Consists principally of 
scale passages, but is tuneful and interesting to the 
young student. 
1255 Fennimore, W. P. A Set of Six 
to Children’s Pieces, entitled 
1260 “School Days.” 1. Schoolmate 
Waltz; 2. The Grand March; 3. 
The Skipping Polka; 4. Cake and 
Cream Mazurka; 5. Birthday 
Sohottische; 6. Romping Galop. 
Grade I each 
They are all bright and tuneful, and above the aver¬ 
age of easy pieces,as they retain their interest through¬ 
out, They will benefit both fingers and wrist, and will 
give a taste tor good music. 
1261 Behr, Francois. Op. 575, Nos. 2 
and and 5. In May, and a Barcarole. 
1262 Grade I.each 
Two easy teaching pieces, written in the familiar 
flowing style of this composer. Are always liked. 
' ORDER BY 
PRICE. NUMBER ONLY. 
VII. 
60 
35 
60 
60 
35 
80 
j 1263 Goerdeler, Richard. Ivy Green. 
(Schottische.) Grade IV........ 
Another of this writer’s popular compositions. A 
good study in octaves and chord work. 
1264 Goerdeler, Richard. Mignonette 
Waltzes. Grade IV.• 
A very graceful waltz movement. The opening 
theme is in octave, with an inner chord accompani- 
n#.;t and a sustained bass. It can he made very effec¬ 
tive by proper phrasing. The entire waltz is useful 
as well as melodious. 
1265 Goerdeler, Richard. In Distant 
Land. Grade IV. 
This composition is of a quieter and more tender 
strain. It requires a singing, expresaionful touch. 
Its contents are varied and afford room for good work. 
1266 Hewitt, H. D. Victor March. 
Grade III.-... 
This march gives excellent practice in left-hand 
skips. Will be serviceable to the teacher. 
1267 Hewitt, W. D. Murmuring Waves. 
(Nocturne.) Grade IV. 
A good study in wide accompaniment for the left 
hand. Tde melody is effective and the harmony above 
the average. The entire piece is a fine study in phras¬ 
ing and shading. 
1268 Long, Dion M. Morning Song. 
(Reverie.) Grade V. 
Thiscontposition is written in repeated notes, broken 
chords, and octaves. It is, therefore, a good practice 
in carrying a melody of repeated notes. It needs a 
i.,.. — t:1, . nn.l fi.iwUiln fi n trP ft) T t. 
50 
35 
loose, light wrist, and flexible fingers, 
teaching or for parlor use. 
I is good for 
50 
50 
60 
50 
50 
1269 Wilkins, S. Star Polka Mazurka. 
Grade III. 
Good practice in double notes and on time. The 
theme is attractive and is developed somewhat by 
imitation. 
1270 Kavanagh, Ig. Op. 5. Fete Cham- 
petre. (Polka.) Grade IV. 
A very pleasing composition, containing valuable 
practice for hand and arm touches. Has some good 
finger work also. 
1271 Barbe, N. A. Op. 27. TheRedSar- 
fiiffirii Grade IV..»••••••••••••••••••• 
Effective variations upon this familiar air. They are 
good for the teacher and also for t he parlor. 
1272 Presser, Th. Consolation (4 hands)... 
1273 
1 00 
1274 
; 1275 
1276 
1277 
1278 
1279 
30 
30 
■30 
30 
20 
1281 
an 
1282 
1283 
PRICK. 
35 
35 
50 
35 
50 
65 
35 
50 
50 
20 
20 
20 
20 
35 
20 
Reinecke, C. Op. 54, No. 3. Morn¬ 
ing Prayer (4 hands). 
Hungarian Dance, An. (4 hands). 20 
Low, Jos. March Impromptu (4 
hands)  
Gurlitt, C. Op. 147, No. 5. Negro 
Dance (4 hands)  35 
Neumann, E. Op. 1, No. 4. Merry¬ 
making (4 hands). 35 
Weber, C. M. v. Op. 3, No. 5. 
Marcia (4 hands). 
Loeschhorn, A. Op. 51, No. 8. On 
Guard (4 hands).■. 
The above are the separate pieces from School of 
Four-hand Playing. The pieces are the very best of 
second grade compositions that could possibly be 
lathered Thev are deigned for sight reading and 
development of'finer taste. The both hands are about 
equally difficult. 
1280 Michel, Joseph A. “Look on that 
Cross.” (Anthem in F.) Octave. 
In these days of church music which depends upon 
jingling melody aud catchy rhythm for its success, it is 
a pleasure to find an autliem such as this. The mel¬ 
ody is devotional and broad, the rhythm smooth and 
flowing, the harmonies are simple and suitable for 
church use. The power of the text is increased by 
the setting. It closes with a good climax. Use it, by 
all means. 
L. H. Sherwood. Ecole de la 
Facilite. 10 Etudes. Books I 
and II. Grade 11 and 111.each 
These studies are destined to do a good work in their 
grade. They are interesting as well as 
In some instances they can be used in place of Kohl-1, 
Od 50 They do not contain any broken chords ot an 
octave, and will, therefore, be more useful in many 
cases when the student has a small hand. Space will 
not permit a review of each studv; suffice ^ to say, 
then, that each etude performs a definite part of the 
work of finger development. 
Haydn, J. Two Short Pieces. 
Grade II.. 
The importance of high-grade instructive yet inter¬ 
esting pieces iu this grad* is readily conceded. And 
that such pieces are hard to find V1'l*1?2l!>^iC|0,1j,Cfron' Here, however, are two pieces which fulfill all t|ie con¬ 
ditions The second of the two is especially valuable 
for its alternate legato and staccato playing. 
76 
1295 
1296 
1297 
1298 
1299 
20 
20 
30 
30 
40 
60 
40 
60 
ORDER BY 
NUMBER ONLY. 
1284 Janke, Gustav. Op. 18. No. 3. 
Among the Gypsies. Grade II.... 
This is anotner piece of the same set, and it, as 
pretty as the others, meets the requirements. In torm, 
melody, and touch it is excellent. 
1285 Moelling, Theo. Melodie, con ex¬ 
pressions. Grade III.••••• 
This is a melody in reality as well as in name. 1 he 
composition is graceful, and gives fine opportunities 
forshading iu tonal effects, and lor intelligent phrasing. 
It will be a boon to the teacher. * 
1286 Moelling, Theo. Youthful Pleasure. 
Grade IU... 
Another useful piece t.y the same author. It is in 
| time, and brings into play the principle of the two- 
liuger exercises. It affords good opportunity for 
acquiring smoothness in playing arpeggios divided 
between the two bauds. 
1287 Durfield, John H. Op. 34. No. 2. 
Cradle Song. Grade II.••••••. 
A thoroughly good piece for singing quality of tone. 
Another useful number of Grade II. 
1288 Bohm, C. Op. 280. Dance on the 
Green. Grade 111...•;••• 
One of Bohm’s well-known and popular pieces. This 
is a very good oue iu its grade. It is sprightly and 
taking. 
1289 Rathbun, F. G. (Valse Impromptu.) 
Grade IV.. .. 
This is a waltz that may be given with confidence in 
its worth. It is strong in theme, graceful in rhythm, 
and a good study in acceut and in smooth legato 
playing. 
1290 Behr, F. Op. 590, No. 8. Gipsy 
Dance. Grade IV. 
This is one of Francois Behr’s characteristic pieces. 
Its value as a teaching piece is unquest ioned, and it is 
so tuneful as to please early grade pupils. 
1291 O’Neill, Thos. Op. 63. Nymphs at 
Play. Grade IV.....••• 
The value of a piece of music written in the easier 
grades of piano music is largely dependent upon the 
interest for the pupil in melody, movement, harmony, 
and general effect. Pieces which combine these points 
most completely are what teachers are seeking for. 
This piece belongs to this category, and is well worthy 
of use. 
1292 Smith, Wilson G. Op. 48, No. 1. 
Mazurka Poetique. Grade \ ......... 50 
Mr. Smith’s compositions are noted for their orig¬ 
inality, and this is no exception to the rule. 
It is a beautiful composition of musicianly character. 
It opens with a figure which is announced in turn by 
the two hands, and is finally taken as the. opening 
theme of the piece. It is instructive musically, as 
well as technically. 
1293 Waddington, Edmund. Op. 20, No. 
1. In the Woods. (Swing Song.) 30 
Grade III...• — 
This piece is good in every respect. It is truly a 
swiug song, for the swaying motion is present. The 
contrasts are good, aud the entire piece is far from 
commonplace. 
1294 Waddington, Edmund. Op. 20, No. 
2. In the Dell. (Rondo.) Grade III.. 40 
Another first-rate teaching piece. It will do excellent 
work in its grade, and will please. 
O’Neill, Thos. Op. 62. Gavotte 
Antique. Grade IV. 35 
Opens with a quaint theme in minor, in keeping 
with its title. It changes to a graceful major melody, 
and is well worked out. It is a thoroughly enjoyable 
piece either for teaching or parlor use. 
Drippe, Paul A. Op. 21. Little 
Coquette. Grade IU. 35 
Only good can be spoken of this also. It is graceful, 
well-conceived, the harmonies are good, aud an excel¬ 
lent study in finger and hand touches. 
Rathbun, F. G. Nocturne. Grade V. 50 
This is an exceptionally useful composition. The 
melodv is strong aud susceptible of much shading in 
tonal effects. Its effect is heightened by graceful em¬ 
bellishments, which the ability to play in a smooth, 
flowing style, will be worth acquiring. The left hand 
is given au effective accompaniment of broken chords. 
Rathbun, F. G. The May bells. 
(Polka-Rondo.) Grade IV. 60 
A graceful, brilliant, pie e with good work in finger 
and hand touches. It will interest by reason of its 
tunefulness ind instruct because of its worth. 
Rathbun, F. G. In Spring Time. 
Grade V. 13 
This is another fine teaching piece, interesting and 
useful The mixed rhythm of the third part is effect¬ 
ive, though a little difficult to get, smooth. It is worthy 
a place in the teacher’s repertoire. 
1300 O’Neill. Thos. Op. 61. Serenata. 
(Idyl.) Grade 111.40 
A very pretty serenade, simple but strong in its 
melody, which is eventually given forth by boi b hands, 
very like Rubinstein’s celebrated melody in F. It 
also introduces some good exercise in playing thirds 
with a light wrist. 
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PIANO PRIMER. 
15th EDITION. 
SCHARWENKA 
Oej^ERWfTOEY 0F JsiaSIO, 
37 E. 68th St., near Madison Ave. 
(Formerly 81 Fifth Avenue). 
NEW YORK. 
Note** ftn.l RoninrkH by hii.'Ii HiiNlclanti as Dr. 
Win. Mason, Mr. Win. II. Sherwood, 
Mr. Albert II. Parsons, etc. 
It is concise ; it is exhaustive : it is endorsed by most 
of the great American Pianists and teachers. Letters of 
commendation of it have been received from the most 
prominent musicians in more than twenty different 
States. It is adopted as a standard work in most of 
the Colleges in America. Its sales have been phenome¬ 
nal. Its price is very reasonable, viz.: In Cloth, em-- 
bossed, $1.00; in Board covers, 75 cents, and in paper 
covers, 60 cents. Address 
THEODORE PRESSER, 
1704 CHESTNUT ST.. PHILAD'A, PA. 
Lessons in Musical History, 
BT 
JOHN COMFORT FILLMOBE. 
Price $1.50, postpaid. 
A comprehensive outline of musical history from the 
beginning of the Christian era to the present time; espe¬ 
cially designed for the use of schools and literary insti¬ 
tutions. 
Address Publisher, 
Theodore Presser, 
1704 Chestnut Street, 
Philadelphia. Pa. 
FIVE VALUABLE PAMPHLETS: 
“On Teaching; anti Teaching Reform.” By A. B. Parsons and 
Constaiitiu Sternberg. 25 cts. 
“What Shall we Play, or Musical Education in the Home.” 
Letters to a Lady Friend. By Carl Reinecke. Translated 
by John Rehmaun,.25 cts. 
“Elementary Piano Instruction for Teacher or Pupil.” By Aloys 
Hen ties.15 cts. 
“Advice to Young Students of Pianoforte.” A collection of about 
fiO rules for beginners. By Albert W. Borst,.10 cts 
“ Method ot Study.” (For Amateurs.) By C. A. Macirore,.10 cts. 
The Five sent by Mail for 50 cts. 
Address Publisher, 
THEO. PRESSER, 1704 Chestnut St., 
PHILADELPHIA. PA. 
PALMER’S 
New Pronouncing Pocket Dictionary 
of Musical Terms. 
3600 TERMS DEFINED. 
A new and greatly enlarged edition of the Pocket 
Dictionary has recently been issued, which contains up¬ 
ward of 2600 definitions, covering about all that is 
required by musical students and teachers. It should 
be in the possession of every person who studies music. 
PRICE 35 CENTS. 
Address THEODORE PRESSER, 
1704 Chestnut St.. Philad'a, Pa. 
BEAUTIFUL AND INSTRUCTIVE. 
ITJusie and Gulfupe. 
By CARL MERZ, MDS, DOC. 
PRICE $1.75. 
CONTENTS. 
Genius, Success in Professional Life, Schopenhauer’s 
Musical Philosophy, Music of Nature, Head and 
Heart. Sanctity of Music, Church Music, Hints 
to Pupils, Philosophy of the Beautiful, 
Plea for Music, Value of Musical 
Education, Memory, Woman in 
Music, Harmony, Imagina¬ 
tion, Expression, Maxims. 
The work is alike indispensable to the teacher and pupil. To 
both it offers valuable advice and encouragement. It contains over 
200 pages and is printed in most excellent style. 
XAVER SCHARWENKA, Director, 
ROYAL PRUSSIAN PROFESSOR AND COURT PIANIST TO THE EMPEROR 
OP AUSTRIA. 
All grades of musical students, from beginners upward to the most 
advanced, receive a uniform, excellent, and systematic instruction in 
all branches of Music. , , . ... 
The Piano, Vocal, Harmony, and Violin departments are taught by 
renowned Artists of both European and American fame. 
A Seminary for the education of Teachers. 
Lectures on History of Music every Saturday. 
Students’ and Faculty Concerts a special feature. 
Fashionable and accessible location. 
Spacious and finely appointed studios. . 
Students from a distance will be assisted in procuring desirable 
boarding places 
For terms and particulars, address 
GENERAL MANAGER. 
Students can enter at any time. 
NORTHWESTERN 
CONSEKVATO BY OF MUSIC, 
MINNEAPOLIS, MINN. 
All Branches Musical Art. Elocution, Modern Languages. 22 In¬ 
structors. Best in Northwest. Only Complete Music 
School North of Chicago. Send for Ca* alogue. 
CL A RANCH A. MARSHALL, Director. 
HUGH A. CLARKE, Mus. Doc., 
333 South 3S(h Street, 
PHILADELPHIA. 
T PCfOfVM? D V MATT / In Harmony, Counterpoint, 
LmmUltO Jj I lUAlill and Composition. 
ORGAN OPENINGS, Etc. 
MR. ALBERT W. BORST, 
Teacher of the 
ORGAN - AND - PIANOFORTE 
3602 Hamilton St., Philadelphia, Pa. 
No Charge for Organ practice. Full arrangements made for 
students studying lor Che profession. 
EDWARD BAXTER IF* 13BURY 
Concert Pianist and Lecturer. 
Lecture Recitals at Colleges and Conservatories a Specialty. 
Address, 178 Tremont St., Boston, Mass. 
Mr. Perry makes an Annual Western and Southern Tour, from Sept. 
10th to the holidays. Special Terms to parties on his direct 
route desiring recitals at that time. 
HARRY CLYDE BROOKS, 
TENOR AND INSTRUCTOR 
In Voice Culture and Artistic Singing, according to Italian 
Methods. 
Studio, 8 Euclid Ave., - CLEVELAND, OHIO. 
Mr. Brooks is a pupil of Sig. Antonio Sangiovanni, Milan, Italy. 
JAMES M. TRACY, 
LEIP8IC AND WEIMAR, 1869-62 
PIANIST,TEACHER, AND WRITER. 
-TERMS:- 
$60.00 for twenty one-hour lessons. $30.00 for twenty half-hour lessons. 
address : 
37 Fort Avenue, or Chickering's, 152 Tremont St., BOSTON. 
MR. PERLEE V. JERVIS, 
TEACHER OF PIANOFORTE 
MASOS’S “TOUCH ASTD TECHSIC.” 
Studio 8f Carnegie Music Ball,\ Tuesday 
h'ew York, j and Friday. 
141 Montague St., Brooklyn,} ^tu^i^an^Sa’urday. 
A New and Original Publication. 
EIGHT FUGUES, 
By JOHANN SEBASTIAN BACH, 
With Analytic.-!] Expositions In COLORS and An. 
pended Harmonious Schemes 
joy DrituiAElJUS UUmiAhiLiMAN. 
A highly approved edition and endorsed by the following pro 
neut artists 
G. W. Chadwick, E. A. McDowell, A. M. Duvernoy, Arthur Fo 
Niels VV. Gade, Fr Gernsheim, Alex. Guilmant, August Horn Wa 
McFarren, A. C. Mackenzie, William Mason, H. W. Nicho’ll ( 
Reinecke, Dr Hugo Kiemann, Moritz Rosenthal, Samuel P. Wan 
Arthur Friedheim, Fanny Bloomfield-Zeisler. etc. 
Copies for sale by 
THEODORE PRESSER. 
1704 Chestnut Street, - Philadelphia. 
PHILADELPHIA SCHOOL OF MUSIC, 
1511 GIRARD AVENUE. 
(incorporated 1891.) 
Private and Class Lessons in all Branches of Music. 
Terms, $7 AO to $30.00. 
FREE ADVANTAGES. Classes in Harmony, Symphony, and 
Ensemble, both Vocal and Instrumental. Concerts and Lectures. 
KATE II. CHANDLER, Principal. 
THE ORGAN 
A MONTHLY JOURNAL 
Devoted to “THE KIND OF INSTRUMENTS.” 
Contains articles and illustrations of vital interest to every organist 
and organ builder, the organ news of the day, a department of ques¬ 
tions and answers for students and teachers, and eight pages of 
organ music. Yearly Subscription$2.00 (in advance). Sample copies 
25 cents. 
EVERETT E. TRUETTE, 
Editor and Publisher. 
149 A TREMONT 8T., BQ8TON. MASS. 
SCHOOL OF MUSIC, 
DE PAUW UNIVERSITY, GREENCASTLE, IND. 
Instruction given in all Departments of Music, 
Pupil, Classical, Artist, Choral and Orchestral Concerts, 
Solo, Duet, Trio, Quartette, Ensemble and 
Oratorio Work. 
FIVE COUR8E8 OF 8TUDY. 
Room, Board, Practice and Sheet Music at reasonable rates. 
For Circulars, appiy to 
JAMES H. HOWE, DEAN, GREENCASTLE, IND. 
For Circulars of other University Departments, apply to 
President, Alexander Martin, d.d., ll.d., College of Liberal Arts, 
Rev. 8. L. Bowman, a.m., s.t d., Dean of School of Theology. 
Hon. Alexander C. Downey, ll.d , Dean of School of Law. 
Henry A. Mills, Dean of 8chool of Art. 
Samuel 8. Parr, “ Normal School. 
New York College of Music, 
128 and 130 East 58th Street. 
fmHXflflDER Iifl|WBERT, Director. 
JVIme. FGRSCH-fllADI 
Principal of Vocal Department. 
All branches of Music taught. 
Faculty comprises the most eminent 
Instructors. 
SEND FOR DESCRIPTIVE CATALOGUE. 
With a Large Faculty of Superior Instructors, and 
a splendid building for its exclusive use, the Oberlin 
Conservatory offers unusual advantages for the Study ot 
Music. 635 students last year. Total expense for one 
year’s study (38 weeks) need not exceed $300. 
Terms begin Sept. 16, Jan. 6, and April 6. 
If yon are intending to study Music in any of its 
branches, send for catalogue to 
F. B. RICE, Director, 
OBERLIN, OHIO. 
IlflllA^C MlSICAt INSTITUTE AND 
UHllH O CONSERVATORY OF MUSIC, 
WARREN, OHIO, gives instruction in all departments 
of Music, with a thorough, systematic course of study, 
and a faculty of the highest excellence and efficiency. 
Established twenty-two years. Catalogues free. 
JUNIUS DANA, Secretary. 
STANDARD WORKS. 
Dana’s Practical Harmony. 
Dana’s Practical Thorough Bass.. 
Thk Art or Finghring.. 
National School for Cornkt. . 
Progressive Studies for Violin. 
Address the Publishers, 
.52 00 
. 1 00 
. 75 
. 2 50 
■Each 1 00 
DANA’S MUSICAl INSTITUTE, 
WARREN, OHIO. 
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LANDON’S 
Keep organ method. 
By CHAS. W. LANDON. 
Price, - “ ■ " $i.5<>« 
Analyzed, and every possible help given We pupil as to the Best way 
JPracticing and learning it. Pieces are carefully graded. Eviu-y diffi- 
“first prepared in an easy and attractive form. The Reed Organ 
Tniich is clearly explained (a hitherto neglected feature). Phrasing is 
iwiwiilllv taught. The whys and wherefores of every point are 
dearly "given- Many epecial and beautiful Reed Organ Effects are 
fully illustrated. 
(HAfS WITH N|US1C STUDENTS. 
BY THOMAS TAPPER. 
Price, Bound in Cloth, $1.50, 
This volume appeals to every student of music, however elementary 
or advanced. It is designed to bring to the attention of those who make 
music a life-work the essential factors leading to success. The reader 
la taken into confidence, and finds in the chapters of this work many 
hints and benefits that pertain to his own daily life as a musician. 
26 Shoi-t spends 
OR CHOIR CALLS TO WORSHIP. 
By E. B. Story. 
Price, 50 Cents, Postpaid. 
Music of A high order, yet not difficult. Beautiful melodies, richly 
harmonized by celebrated composers, such as Rubinstein, Gounod, 
Hamby, Schubert, E. B. Story and others. Desirable for either chorus 
o» quartette choirs. 
Theory Explained to Piano Students, 
Or Practical Lessons in Harmony. 
By Hugh A. Clarke, Mas. Doc. 
Price, - • • * 50 Cents, Postpaid. 
These easily understood explanations are worked out in interesting 
pieces to be played on the keyboard, and in analyzing music, instead ot 
being written in exercises—the usual way. Pupil* are interested at once 
in the method, and find none of the discouragement commonly asso¬ 
ciated with the study of this indispensable subject, which is as neces¬ 
sary to the musician as is arithmetic to an accountant. 
The ART of PIANOFORTE PLATING 
BY HUGH A. CLARKE, MUS. DOC. 
PRICE, $1.50, POSTPAID. 
This work embodies the results of over thirty years* experience of a 
practical teacher. It is a Thoroughly Artistic School for 
Beginners, containing the latest results of the best methods and 
ideas in music teaching. It is Practical and Pleasing, Interm 
ests the Pupil, and Cultivates Taste. 
Album of Instructive Pieces 
for the Pianoforte. 
Price, $1.00. Arranged in Progressive Order. 
Compiled by Theo. Presser. 
These pieces are intended to form the taste of the pupil. All are 
slesely fingered and edited. We consider that the collection cannot be 
excelled for formative piece*. 
First Lessons In Phrasing t^flasleal Interpretation 
By W. S. B. MATHEWS. 
SELECTED CRAMER STUDIES 
From the Von Bulow Edition. 
PRICE, $1.50. 
This edition contains the choicest and most uselul of these valuable 
studies, with Von Bulow’s annotations and suggestions for their correct 
practice. Only the most difficult and least used numbers of the four 
books are left out of this fine one-volume edition. 
MUSIC AND CUliTUKBe 
By Carl flerz, Hus. Doc. 
PRICE, $1-75• 
One of the most valuable works ever published on musical topic, 
The work is alike indispensable to the teacher and pupil. 
"•—CONTENTS— 
Genius, Success in Professional Life, Schopenhauer's^ Musical^ Phi- 
osophy. Music of Nature, Head and Heart, Sanctity of Music, Churoto 
Music, Hints to Pupils, Philosophy of the Beautiful Plea for Music. 
Value of Musical Education, Memory, Women in Music, Harmony. 
Imagination, Expression, Maxims.  
SECOND EDITION 
SONATINA ALBUM. 
Compiled by Theo. Presser. 
PRICE, - $1.00, Bound in Bo,.- '’ Cover. 
It contains more modem pieces of pleasing a... -nstructive char- 
acter than can be found in the foreign editions of sonatinas. A large- 
portion of the pieces are annotated by celebrated musicians. Phrasing* 
fingering and expression are ccnrectly indicated. 
20 SELECTED STUDIES fromopus 45,4e,*f 
. . . STEPHEN HEUUBR. • • • 
REVISED BY 
Albert R. Parsons, Calvin B. Cadv, Arthur Fomw, 
E. Baxter Pkrky, John S. Van Cleve, Chas. W. Landor 
and Theo. Presser. 
PRICE, - - - $1.50. 
Fourth edition, fully annotated and described. This Is me fin** 
edition of these studies ever published. 
MUSICHL 7VCOSMICS. 
BY 3h£. F5. GKTBS. 
, ■ - PRICE, $1.50.- • - 
The very best sayings on musical topics, chosen from the best 
writers J70 Authors• 600 Quotations• 
Every teacher—every student—should own Musical Mosaics* 
Instructive, practical, interesting and fascinating. 
As a presentation volume it cannot be excelled. 
Studies in Melody Playing for Junior Pupils 
By HAMILTON C. MACDOUQALL. 
PRICE, $1.25. 
A traded selection of the best easy melodies by modern composers, 
carefolly arranged, fingered and annotated for teachers use. The 
pieces are not only Interesting as music but are of special value m the 
musical and technical development of the student. I hese studies are 
for pupils who have taken lessons from three to six months. The com¬ 
posers represented are Reinecke, Low, Lauge, Gurhtt, etc., etc. 
With Portrait. 
PH ice. H M $1.00. • 
This is a complete edition, carefully fingered phrased ant 
edited. It also contains a fine biographical .sketch of the com¬ 
poser bv Frederick Niecks. Good engraving, printing, paper 
and binding. In every way an edition that will be appreciate* 
by careful players. 
MUSICAL AUTHORS. 
A Game Designed to Assist In I.earnintf Mb. 
sical Biograpby and History. 
PRICE. - - - 35 CTS’ 
Not unlike other Author Games. 
The game consists of 48 cards, each containing ten questions on the 
biography of some one important musical composer ; thus, there are 
in the game 480 questions or facts to be learned, beside the game being 
an interesting pleasure or pastime of itself. ___ 
PRICE, $1.50* 
Seven page9 are given to instruction in Phrasing, Expression, How 
It Produce a Singing Tone, Subjective and Objective Playing, a Word 
•0 the Pupil, and Genera! Observations upon the Observance of the 
Signs in Music. The book contains twenty-five pieces by Schumann, 
Gurlitt, Lichner, Merkel, Reinecke, Baumfelder, Foerster, Gayrhos, 
Bpindler, LeCouppey, Loeschom, Kullak, Reinhold and Heller. These 
pieces are all most carefully edited, fingered, phrased and annotated. 
STUDIES IN PHRASING. 
. . VOL. II.. . . 
By W. S. B. HATHEWS. 
PRICE, - - - $1-50. 
A collection of a higher grade of Piano Compositions. Also con¬ 
taining an extensive treatise on expression, which is as practical as it 
is valuable The principles given in the treatise are exemplified in a 
series of the finest compositions of the greatest composers including 
selections from Bach, Schubert, Mendelssohn, Schumann, Chopin and 
Rubinstein. 
Pricef 25 cents per pkg. of 25. 
Each card has space for twenty lessons with provision for 
he amount of practice to each part of the lesson and for a daily 
"ecord of practice, day and hour for the lesson, etc. Designed to 
K-omote improved practice by the pupil and systematic instruc¬ 
tor by the teacher. 
album fop Vou^S- 
* (Op. 68.) 
By ROBERT SCHUMANN. 
PRICE, 75 CENTS. 
Indispensable In the Formation of Taste. 
The pieces in this edition are carefully edited, and many of there 
are annotated, all of them are fingered and phrased by a teacher o? 
wide experience. Engraving, printing and paper are superior, the 
binding durable and in good taste. In addition, this oditipn has a 
Biographical Sketch, a Portrait of the Composer, and the Sixty-fight 
Rules to Young- Musiciansthus making It an especially desirable 
edition.  
Touch and Technic 
• . BY • • 
WILLIAM HAS0N, Mus. Doc. 
in four books: 
PART I*—The Two-Pinger Exercises. 
PartIX.—The Scales Rhythmically Treated. 
PART III.—Arpeggios Rhythmically Treated. 
PART IV.—School of Octave and Bravura Playing. 
PRICE OP EACH, - - - $1.00. 
, An original system for the development of a complete technic, from 
the beginner to the finished artist. Its distinguishing characteristics are: 
An active use of the pupil's mind in technical work, with the resultant 
tapid and thorough development; the application of accents, thus devel¬ 
oping a true rhythm; a discriminating touch that leads to every variety of 
tone-color and dynamic quantity; and an effective system of velocity 
practice that secures the necessary facility and speed of execution. All 
which is applied to the artistic and expressive rendition of musical 
compositions. , 
Twenty Lessons to a Beginner 
on the Pianoforte. 
BY W. s. B. MATHEWS. 
EPOCH-MAKING WORK IN THE ART Or TEACHING MUIIO. 
PRICE, - * - - $1.50. 
These *' Twenty Lessons ” are built upon the following principles: 
Tbe siiDremacv of the ear or inner musical sense ; developing control of 
the fingers according to Mason’s System of Technic; reading music by 
thinking and conceiving its effect in advance of hearing it from the 
rl.mment One marked feature of this method is that it keeps the 
Diiuil interested, and does away with the drudgery that has always 
Semed to be a necessary part of the first year or two in music. This 
comes from the fact that he is always producing pleasing musical, and 
not dry mechanical, effects. 
musical Q/mE-dLLEQRdNDO. 
INSTRUCTION AND PLEASURE COMBINED. 
A SPLENDID GAME FOR EVERT HOME. PRICE. SO CENTS. 
This game consists of cards, on which the different notes and rests 
are printed, one on every card. Full directions, with rules for a number 
a- * Virmrincr the notes.rests,keys. etc..accompany 
in music, need this charming game. * . . T . ... • , 
rests the names of the notesand the vanouskeys It is readily learned 
an “a splendid game for evening parties. Entirely unlike any other 
Barents ?an teach their children the rudiments of music, even 
f “musicians themselves. Interesting to old and young beginners 
and advanced alike. Those intending to study music will find it to their 
advantage to play this game 
The Music Life 
.exstrx<a.....— 
How -to Succeed in It. 
By Thomas Tapper. Price, $1.50. 
Thisv jrk is a companion volume to “Chats with Music Students 
by the same author. Numerous phases of art and art life are talked 
about in a thoroughly practical way. It points out the way of success 
to teachers and students in music, valuable and interesting. 
Teachers’ i>0<KEf N|ETftONOIV|L 
Simple, Convenient, Heat anl Inexpensive. 
Price, Nickel-Mated, 50 Cts., Net, Postpaid, 
Giving the Correct Metronomic Marks after theMaetr 
zel Standard, together -with the true Tempos 
of all the Dances. 
designed for schools,teachers and student* 
by Wm. B. Wait. 
PRICE, - $1,50. 
This book is based upon the fundamental idea that for the purwra* 
of the development, discipline and information of the mind, and *» 
teaching the learner how to think and that Technical Studies in Musu 
are as useful as any other branch. ^ 
For Full Description of Above Works, Send for Complete Descriptive Catalogue. 
my1, 
THE ETUDE. 
I»THEK' 
BRIGGS GRHDUHTING 
SOFT-STOP PIHNO 
Does away with the necessity of a separate instrument for technical practice, 
combining all the desirable features of the dumb keyboard, practice clavier &c. in a 
perfect piano. 
What Is the Briggs Graduating Soft-stop??? 
It is a mechanical appliance enabling the pianist or student to use any quantity 
©f tone he may desire, or entire inaudability, by the adjustment of a nickelled pull 
handle, placed above the keyboard in the Briggs Pianos. The graduations in tone 
power do not effect the quality of tone, or the touch of the action. 
Have you read “POINTS PERTINENT TO PIANOS’’??? 
Copies Mailed on application. 
BRIGGS PIANO CO., 
C. C. BRIGGS & CO., Proprietors. 
MANUFACTURERS OF GRAND AND UPRIGHT PIANOS, 
5 & 7 Appleton St., Boston, Mass. 
Heir Torlc Agency, C. II. Ditson & Co., 807 Broadway. 
STEINWHY 
Grand and Upright Pianos. 
The recognized Standard Pianos of the world, pre-eminently the best instruments at 
present made, exported to and sold in all centres of the globe, preferred for private and 
public use by the greatest living artists, and endorsed, among hundreds of others, by such as: 
Bichard Wagner, 
Franz Liszt, 
Anton Eubinstein, 
Hector Berlioz, 
Felicien David, 
Charles Gounod, 
Ambroise Thomas, 
Theodore Thomas, 
A. Dreyschook, 
Stephen Heller, 
Adolphe Henselt. 
Alfred Jaell, 
Joseph Joachim, 
Bafoel Joseffy, 
Moritz Bosenthal, 
Theodore Lesohetizky, 
Arthur Friedheim, 
F. Yon Inten, 
Franz Bummel, 
A. Marmontel, 
William Mason, 
S. B. Mills. 
J- Moscheles, 
Albert Niemann, 
Nicola Eubinstein, 
Camille Saint Saens, 
Anton Seidl, 
W. Taubert, 
Eudolph Wiilmers, 
Carl Baermann, 
Carl Wolfsohn, 
Theodore Beiehmann, 
Adolph Neuendorff, 
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Adelina Patti, 
Etelka Gerster, 
Teresa Titiens, 
Annette Essipoff, 
Anna Mehling, 
Marie Krebs, 
Adele Aus Der Ohe, 
Parepa Kosa, 
Minnie Hank, 
Emma Jnch. 
&c., &c., 
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STEINWAY & SONS, 
Warerooms, Steinway Hall, 107-111 E. 14th St., New York. 
Slew Style 10. 
MASON & HAMLIN 
IMPROVED PIANOS 
Represent the same High Standard of Excellence 
which has achieved a Reputation for their 
ORGANS- 
■A-S THE 
STANDARD OF THE WORLD. 
These Instruments have been supplied to Churches, Convents, Sisters of 
Charity, Missionaries, and Schools the world over. 
MASON & HAMLIN ORGAN AND PIANO CO. 
Headquarters, 154 and 155 Tremont Street, Boston. 
New York Branch, 158 Fifth Avenue.__ Chicago Branch, 185 and 187 Wabash Avenue. 
PHILADELPHIA REPRESENTATIVES, GOULD A FISCHER, 1221 CHESTNUT STREET. 
New “Llsast” MODEL, Jio. 804. 
